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INTRODUCTION TO VOL, X% 
BY 


Sm Caspar Purpon Cuarke, Kr., 


DIRECTOR METROPOLITAN ART MUSEUM, NEW YORK, 


THE origin of the modern museum is not explained by an examinac 
tion of the meaning of its name, taken from an institution, which 
flourished at Alexandria, in Egypt, twenty centuries ago, serving as a 
centre for the learned in the arts, sciences, and literature to meet for 
mutual improvement, and possibly for mutual defence. This was 
only following the example of the trades and handicrafts of those 
days, each of which segregated ‘into a “collegium,” or trade society, 
which regulated all their actions for the general interest. 

But the origin must be sought for in other directions; also in the 
classical times, when the precincts of the Forum, with its triumphal 
arches and statues of national heroes, were the first national art col- 
lections, held as the common property of all. Then later, the treas- 
uries of the Christian Church, rich in art and relics of piety, were 
displayed to the public on certain holy days; whilst towards the end 
of the eighteenth century many of the European royal collections, not 
family property, were opened to the public, and so the modern museum 
started. As yet it was but a storehouse of natural and historical 
curiosities, no attempts being made to render the objects of use to 
either artist or historian. Finally, in 1851, the first International 
Exposition, held in London, gathered from all parts of civilization 
the finest products of modern craftsmanship, and these being generally 
imitations of former styles, the importance of studying works of the 
past became obvious, and thus the art museum took its place as an 
educational institution with strong claims for public support. 

The word educational is often restricted to signify the ordinary 
education which, without any definite aim, only prepares the indi- 
vidual to receive special instruction in the business of later life. 

In the old days, this special education could only be obtained ' 
through some form of apprenticeship in which, in return for service 
during a stipulated period of years, a trade was taught more by 
example than by precept. During this second course of education 
the errors of the earlier tuition often became manifest, causing re- 
grets for the time wasted, in the acquisition of useless information, 
which might have been utilized in the special direction of the after- 
work. 
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Therefore in attempting to make the museum educationally useful 
in the pedagogic instruction of youth, care must also be taken that 
the more advanced class of practical workers shall also find their re- 
quirements understood and supplied The first require principles for 
subjective use, the second a wide range of objects properly classified 
and kept “up to date,” in order to show the progress made by others, 
both at home.and abroad. 

To the schoolmaster the museum is largely an sietipatton where his 
pupils can see relics of the past, and the more these are kept together 
with their respective national and historical surroundings the better 
it will be for his purpose. Thus a series of displayed interiors, such 
as a Roman “triclinium” of a private house, with its dining furniture, 
service and wine-vessels, a German early medieval “banquet hall,” an 
English dining-hall of the sixteenth century, or a French “salon” of 
Louis XV., equally furnished, would give life to the dry bones of 
history, which no amount of book-description could furnish. Then 
where the museum stops short the picture and sculpture gallery fill 
the gaps, restoring to us in semblance the makers of history and 
repeopling the rooms of the past with the rulers, priests, statesmen, 
nobles, burghers and peasants, who have played their several parts 
in the life of all ages. 

Thus the museum should bear the same relation to the college as the 
library does. In the latter we form vague mental images of men and 
things which in the museum became materialized, and through the 
memory of the eye are more permanently retained. 

Such an arrangement of museum collections, however satisfactory 
to the educational and general public, would fall short of the require- 
ments of the specialist student in any of the arts and crafts, to whom 
the history of the development of his particular trade is his sole object 
in visiting a museum. His problem in life is more concerned with the 
future than with the past, which only serves as a guide to show how, 
through the centuries, his craft has slowly evolved from the rude 
attempts of primitive man through a way marked with pitfalls as 
well as successes, by the study of both of which he hopes to play his 
part in developing his art a further stage. 

To him the sentimental historic side has but little value. If a 
potter, his estimation of a rare and costly specimen of Medician por- 
celain would lead him to place it lower than modern Sévres, Dresden, 
or Chinese ware: it was merely a “light that failed.” His requirement 
is a museum wholly restricted to pottery, and arranged to show the 
practical as well as the historical development of the potter’s craft. 

It is the same with the gold and silversmith, carver in wood or 
stone, weaver, lacemaker and embroiderer, all of whom are the people 
who will, for good or bad, make the reputation which we, all of us, 
of the twentieth century will present to the eyes of posterity; and it is 
to help these, the craftsmen of the period in which we live, that the 
South Kensington Museum of England, the Kunstgewerbe Museums 
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of Germany, and the “Arts Décoratifs” of France were especially 
founded. 

There was a time when museums and libraries, which are now as 
free and open as God’s good air and His bright sunshine, were hedged 
about with all kinds of difficulties in the way of gaining entrance or, 
having gained entrance, in inspecting or using their treasures. Now- 
adays the library is open to all, and under present methods of admin- 
istration has become one of the most important tools to work with, 
not only for the student and educator, but for the searchers for practi- 
cal knowledge as well as for the worker with his hand as well as with 
his head. The museum should be arranged on similar lines, and in 
conjunction with the library take its position as an important factor 
in the national system of education. 

Now comes the question as to how to utilize the museum as a means 
for self-culture, and for this purpose I assume that the student re- 
quires special information to be gained by visual observation of ex- 
amples of which heretofore his only knowledge has been the necessarily 
imperfect book descriptions. 

Here we are at once facing the great problem of copies or reproduc- 
tions, and as yet, in my opinion, museum directors have not given 
sufficient public recognition to the supreme value of good copies in 
filling gaps in their collections, and even where such copies have been 
acquired, the museum authorities generally, from commercial or senti- 
mental reasons, relegate the copies to other parts of the museum, 
apparently from fear of lowering the monetary value of the original 
works they may possess, which in many cases are inferior as works 
of art to the copies of masterpieces. The student in the perfectly ar- 
ranged museum should find his special subject properly illustrated by 
a complete series of objects in which any missing links, in the chain of 
evidence, are replaced by actual copies, perfect in form and color, made 
after the celebrated originals in the great museums and collections of 
the world. In addition, each section should have a special catalogue, 
dealing not only with the examples shown in that particular museum, 
but also giving reference to objects of the same class to be found in 
other museums and collections, and should as far as possible include a 
complete bibliography of works treating of the subject in question. 

Aided by such means, the student’s path is easy. The sectional 
catalogue, which must be sufficiently technical as well as historical, 
should be used and marginal notes made of peculiarities in the objects 
which seem to have escaped notice in the catalogue. Then in the 
museum library the various standard works which are mentioned in 
the catalogue must be consulted, and any apparently discordant 
descriptions inquired into and judged by reference to the originals. 

In each section the curator should be competent and willing to ex- 
plain his special collection, and as far as possible keep an open mind 
with relation to the values of individual objects for teaching purposes. 
In this he will find pitfalls of all kinds, the most dangerous being 
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commercialism under the disguise of esthetic antiquarianism. Honest 
commercialism is a noble quality, but when objects of little art value 
are enhanced in price owing to their scarceness or historic connec- 
tions, it is difficult to relegate them to a minor position in due ac- 
cordance with their intrinsic merits. Here the curio, or rather 
curiosity, must be cited as one of the stumbling-blocks with which the 
modern museum has to contend. The curiosity is either natural— 
that is to say, accidental—or historical. The first has no proper po- 
sition in an art museum, and the second only claims admittance on 
account of any art qualities it may possess, and wholly apart from 
its personal associations. 

Another difficulty is the question of standard of quality, and here 
the most formidable of all problems has to be encountered. \ A stand- 
ard is supposed to be dependent on fixed rules, but when these rules 
are dependent on fashion and are ever changing, the value of the 
standard is nil. The golden rule, during the first half of the nine- 
teenth century, was great elaboration of work and perfection in finish 
of surface, and every care had to be taken to remove all traces of 
hand, tool, or brush work. This was followed by a reaction, from the 
_ extremes of which we are still suffering. Now the individuality of the 
worker must assert itself visibly, and the mark of his hand, whether 
subtle and dexterous or feeble and clumsy, is accepted equally as 
evidence of good art by those who rely on text-book rules when judg- 
ing the qualities of art work. 

Another mistake is the misuse of the word “machine-made,” when 
applied as a term of reproach. In fact, all work is more or less 
machine-made, where tools of any kind are employed in its manu- 
facture. The general fault of machinery is that its owner is often 
ignorant or indifferent to art, and in both cases incapable of selecting 
the patterns which his machine will repeat in quantity. When, how- 
ever, a good design is adopted, there are few tricks of the hand, either 
in form or color, which the machine cannot follow in most crafts; 
and, after all, the beauty of the finished work must depend upon the 
hand of the artist who designs the model or pattern which the machine 
merely reproduces. 

To the student the museum should be the adjunct of the library; 
the movement which has vivified the libraries as an educator has 
at length reached the museums, and they are beginning to be recog- 
nized as factors in the general system of education as they have never 
been recognized before. Both in America and Europe, museum 
officials are forming associations, with a view to standardizing the 
methods of classification and exhibition of their collections, and as, 
to the student, the certainty increases of finding the necessary objects 
to illustrate any point or style required in his work, so will the 
museum habit become more general and an integral part of a good 
education. 


C. Purpon CriarKe. 
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ART EDUCATION THE TRUE INDUSTRIAL EDUCATION. 
By W. T. Harris, Te: D., Former CoMMISSIONER oF EpucaTION. 


' ye have heard much said on the subject of industrial train- 


ing in recent years. It would seem that there is no educa- 

tional subject that occupies the mind of the public more 

extensively at the present time. There is, however, not an 
entire agreement among its agitators as to the exact nature of the 
education demanded for industry. It is the object of my paper to 
assist in clearing up this question of the best form of training for 
profitable work in the industries. 

One will concede at the start that tool work is valuable as industrial 
training, and that especially the course of study and work in the 
manual-training school is valuable because it teaches how to manu- 
facture tools and machines of all kinds and thereby gives the laborer 
a sort of command over the instruments of industry that assists him 
very much in his struggle for excellence in the fields of labor. 

Still more valuable must we regard the study of natural science, and 
especially of applied mathematics, in the laws of matter and motion. 
It furnishes the theory of all machinery and of all production of sup- 
plies from nature. 

Besides this, we may claim that general education is of the utmost 
importance, opening, as it does, the powers of thought and observa- 
tion, giving each laborer an insight into human nature and fitting 
him for logical thinking on all subjects; fitting him alike to lead 
others and combine them in extensive undertakings and likewise to 
serve faithfully and intelligently other leaders when the case requires. 
This general education is indeed indispensable to the citizen and to 
the best quality of industrial people. 

But esthetic education—the cultivation of taste, the acquirement of 
knowledge on the subject of the origin of the idea of beauty (both its 
historic origin and the philosophical account of its source in human 
nature), the practice of producing the outlines of the beautiful by the 
arts of drawing, painting, and modelling, the criticism of works of art 
with a view to discover readily the causes of failure or of success in 
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wsthetic effects—all these things we must claim for the true founda- 
tion of the highest success in the industries of any modern nation. 
The dynamic side is needed, but invention of the useful does not suc- 
ceed in controlling the markets of the world. A nation with its 
laborers all educated in their taste for beautiful forms will give grace- 
ful shapes to their productions and command higher prices for them. 
'The graceful shape and the proper ornamentation charm the pur- 
chaser, and he willingly pays a higher price for the beautiful article 
of usefulness if it is made by an artist than if it is made by a mere 
artisan. Sweden is the leader in the manual-training movement, but 
her educators have not yet seen the importance of developing correct 
taste among the laborers as a condition of industrial success. Accord- 
ingly we find that ingenuity is increasing to some extent in that coun- 
try, but that there is no improvement in the artistic finish and orna- 
mentation of their goods. Clumsy shapes and incongruous ornament 
are the characteristics of Swedish goods. Other nations do not. want 
such ugly shapes in sight and do not buy them. To have ugly utensils 
perpetually in view gradually works degeneration in one’s taste. The 
figures of our commercial reports show that we import raw materials 
from Sweden, but do not buy their manufactures. 

In 1851, at the World’s Exposition in London; it became evi- 
dent that English industries were not of such a character as to com- 
pete with those of France and Belgium. Prince Albert, wise and 
thoughtful as he was, set about a deep-reaching system of education 
that should correct the national defect and recover the prestige of 
British arts and manufactures. The South Kensington Museum was 
established, and day and evening art schools set up in all manufactur- 
ing centres. The museum placed at its foundation a collection of 
works of art showing the history of art—its beginnings, its high-water 
marks, and its fluctuations. On this basis instruction was given in 
those forms of ornamentation that the world has pronounced beauti- 
ful. There began from this time a gradual rise in the taste of the 
English workman; from being an artisan pure and simple he began ‘to 
be an artist. England has gone forward rapidly in the direction of 
producing works of taste, and her useful manufactures, heretofore 
made without reference to beauty, have improved in tastefulness of 
design and execution. 

The establishment of a great national art gallery, the Louvre, and the 
studies of French savants in the canons of good taste had long before 
revolutionized French manufactures and given France the supremacy 
in the world market for goods that command high prices and ready 
sale. 

Taking hint from England, we have had in this country something 
of the fever for education in art, especially in the lines of industrial 
drawing. Remarkable as has been our progress in the matter, yet 
there is a prevalent lack of insight into the true direction and sig- 
nificance of this branch of industrial drawing. We have had much 
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stress laid on geometric drawing and the construction of working 
drawings, as well as the old-fashioned system of drawing pictures of 
objects, and we have had much invention of original designs, founded 
on the basis of regularity and symmetry, but we have had very little 
of a really high order of esthetic. 

In order to explain this statement, I ask your attention to a dis- 
cussion of some general ideas on the theory of art with a view to 
show the object of art and its historical realization. This will help 
to explain to us why art exercises and has exercised so much influ- 
ence in the world, and why it dominates still in the market of indus- 
trial productions. Wealth demands the esthetic. The days of 
poverty may be satisfied with the useful. : 

Let us inquire into the scope of art and see its function, whether 
serious or trivial, whether elevating or degrading to the soul. Let us 
study it, in short, in its relations to religion as well as in its relations 
to industry, because only in this serious aspect can it justify for itself 
its high place in the esteem of mankind. 

There is the theory that the primary function of art is amusement. 
What makes this degrading theory plausible is the fact that there is 
sensuous enjoyment in the contemplation of works of art. But if we 
analyze this effect we shall trace even it to something higher than 
sensuous sources. 

The sensuous elements in art are regularity, symmetry, and 
harmony. 

1. Regularity is recurrence of the same—mere repetition. A rude 
people scarcely reaches a higher stage of art. The desire for amuse- 
ment is gratified by a string of beads or a fringe of some sort. It is 
a love of rhythm. The human form divine does not seem: beautiful 
to the savage. It is not regular enough to suit his taste. He must 
accordingly make it beautiful by regular ornaments, or by deforming 
it in some way; by tattooing it, for example. 

Why does regularity please? Why does recurrence or repetition 
gratify the taste of the child or savage? The answer to this ques- 
tion is to be found in the generalization that the soul delights to 
behold itself, and that human nature is “mimetic,” as Aristotle called 
it, signifying symbol-making. Man desires to know himself and to 
reveal himself, in order that he may comprehend himself; hence, he is 
an art-producing animal. Whatever suggests to him his deep, under- 
lying spiritual nature gives him a strange pleasure. The nature of 
consciousness is partly revealed in types and symbols of the rudest 
art. Chinese music, like the music of very young children, delights 
in monotonous repetitions that almost drive frantic any one with a 
cultivated ear. But all rhythm is a symbol of the first and most 
obvious fact of conscious intelligence or reason. Consciousness is the 
knowing of the self by the self. There is subject and object 
and the aetivity of recognition. From subject to object there is dis- 
tinction and difference, but with recognition sameness or identity 
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is perceived, and the distinction or difference is retracted. What is 
this simple rhythm from difference to identity but regularity? It is, 
we answer, regularity, but it is much more than this. But the child 
or savage delights in monotonous repetition alone, not possessing the 
slightest insight into the cause of his delight. His delight is, how- 
ever, explicable through this fact of the identity in form between the 
rhythm of his soul-activity and the sense-perception by which he per- 
ceives regularity. 

The sun-myth arises through the same feeling. Wherever there is 
repetition, especially in the form of return-to-itself, there comes this 
conscious or unconscious satisfaction at beholding it. Hence, cir- 
cular movement, or movement in cycles, is the most wonderful of all 
the phenomena beheld by primitive man. Nature presents to his 
observation infinite differences. Out of the confused mass he traces 
some forms of recurrence—day and night, the phases of the moon, the 
seasons of the year, genus and species in animals and plants, the 
‘apparent revolutions of the fixed stars, and the orbits of planets. 
These phenomena furnish him symbols or types in which to express 
his ideas concerning the divine principle that he feels to be First 
Cause. To the materialistic student of sociology. all religions are 
merely transfigured sun-myths. But to the deeper student of psychol- 
ogy it becomes clear that the sun-myth itself rests on the perception 
of identity between regular cycles and the rhythm which characterizes 
the activity of self-consciousness. And self-consciousness is felt and 
seen to be a form of being that is not on a par with mere transient, 
individual existence, but rather the essential attribute of the divine 
being, Author of all. 

Here we see how deep-seated and significant is this blind instinct 
or feeling which is gratified by the seeing and hearing of mere regu- 
larity. The words which express the divine in all languages root in 
this sense-perception and msthetic pleasure attendant on it. Phi- 
lology, discovering the sun-myth origin of religious expression, places 
the expression before the thing expressed, the symbol before the thing 
signified. It tells us that religions arise from a sort of disease in 
language which turns poetry into prose. But underneath the esthetic 
feeling lies the perception of identity which makes possible the trope 
or metaphor. 

2. Symmetry. Regularity expresses only the empirical perception 
of the nature of self-consciousness and reason. There is, as we have 
seen, a subject opposed to itself as object. Opposition or antithesis is, 
however, not simple repetition, but opposition. The identity is there- 
fore one of symmetry, instead of regularity. Symmetry contains 
and expresses identity under difference. We cannot put the left-hand. 
glove on our right hand. The two hands correspond, but are not 
repetitions of the same. It is a mark of higher esthetic culture to 
prefer symmetry to regularity. It indicates a deeper feeling of the 
nature of the divine. Nations that have reached this stage show their 
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taste by emphasizing the symmetry in the human form by ornaments 
and symmetrical arrangement of clothing. They correct the lack of 
symmetry in the human form in the images of their gods. The face 
is on the front side of the head, but the god shall have a face on the 
back of his head, too, to complete the symmetry. The arms directed 
to the front of the body must also correspond to another pair of arms 
directed in the opposite direction. Perhaps perfect symmetry is still 
more exacting in its requirements, and demands faces with arms to 
match on the right and left sides of the body. To us the idols of the 
ancient Mexicans and Central Americans seem hideous. But it was 
the taste for symmetry that produced them. 

3. Harmony is the object of the highest culture of taste. Regu- 
larity and symmetry are so mechanical in their nature that they 
afford only remote symbols of reason in its concreteness. They fur- 
nish only the elements of art, and must be subordinated to a higher 
principle. Harmony is free from the mechanical suggestions, of the 
lower principles, but it possesses in a greater degree the qualities 
which gave them their charm. Just as symmetry exhibits identity 
under a deeper difference than regularity, so harmony, again, presents 
-us a still deeper unity underlying wider difference. The unity of 
harmony is not a unity of sameness, nor of’ correspondence merely, 
but a unity of adaptation to end or purpose. Mere symmetry sug- 
gests external constraint; but in art there must be freedom expressed. 
Regularity is still more suggestive of mechanical necessity. Harmony 
boldly discards regularity and symmetry, retaining them only in sub- 
ordinate details, and makes all subservient to the expression of a con- 
scious purpose. The divine is conceived as spiritual intelligence ele- 
vated above its material expression so far as the latter-is only a means 
to an end. The Apollo Belvedere has no symmetry of arrangement in 
its limbs, and yet the disposition of each limb suggests a different dis- 
position of another, in order to accomplish some conscious act upon 
which the mind of the god is bent. All is different, and yet all-is united 
in harmony for the realization of one purpose. Here the human form, 
with its lack of regularity and symmetry, becomes beautiful. The na- 
tion has arrived at the perception of harmony, which is a higher sym- 
bolic expression of the divine than were the previous elements. The 
human body is adapted to the expression of conscious will, and this is 
freedom. The perfect subordination of the body to the will is graceful- 
ness. It is this which constitutes the beauty of classic art: To have 
every muscle under perfect obedience to the will—unconscious obedi- 
ence—so that the slightest inclination or desire of the soul, if made 
an act of the will, found expression in the body.. When the soul is 
not at ease in the body, but is conscious of it as something separate, 
gracefulness departs and awkwardness takes its place. The awkward 
person does not know what to do with his hands and arms; he cannot 
think just how he would carry his body or fix the muscles of his face. 
He chews a stick or bites a cigar in order to have something to do 
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with his facial muscles, or twirls a cane or twists his watch chain, 
folds his arms before or behind, or even thrusts his hands into his 
pockets, in order to have some use for them which will restore his 
feeling of ease in his body. The soul is at ease in the body only 
when it is using it as a means of expression or action. 

Harmony is this agreement of the inner and outer, of the will and 
the body, of the idea and its expression, so that the external leads 
us directly to the internal of which it is the expression. Graceful- 
ness then results, and gracefulness is the characteristic of classic or 
Greek art. Not only its statues, but its architecture and architectural 
ornament, exhibit gracefulness or freedom. 

The Greek religion made beauty the essential feature of the idea 
of the divine, and hence his art is created as an act of worship of 
the beautiful. It represents the supreme attainment of the world in 
pure beauty, because it is pure beauty and nothing beyond. 
Christianity reaches beyond beauty to holiness. Other heathen 
religions fall short of the Greek ideal, and lack an essential 
element which the Greek religion possessed. The Greeks believed 
that the divine is at the same time human; and human not 
in the sense that the essence of man, his purified intellect and will, is 
divine, but human in the corporeal sense as well. The gods of 
Olympus possess appetites and passions like men; they have bodies 
and live in a special place. They form a society or large patriarchal 
family. The manifestation of the divine is celestial beauty. More- 
over, the human being may by becoming beautiful become divine. 
Hence the Greek religion centres about gymnastic games. These are 
the Olympian, the Isthmean, the Nemean, and the Pythian games. 
Exercises that shall give the soul sovereignty over the body and de- 
velop it into beauty are religious in this sense. Every village has its 
games for physical development; these are attended by the people 
who become in time judges of perfection in human form, just as a 
community that attends frequent horse races produces men that 
know critically the good points of a horse. It is known who is the 
best man at wrestling, boxing, throwing the discus, the spear, or 
javelin; at running, at leaping, or at the chariot or horseback races. 
Then, at less frequent intervals, there is the contest at games be- 
tween neighboring villages. The successful hero carries off the crown 
of wild olive branches. Nearly every year there is a great national 
assembly of Greeks and a contest open to all. The entire people, com- 
posed of independent States, united by ties of religion, assemble to. 
celebrate this faith in the beautiful and honor their successful youth. 
The results carried the national taste for the beautiful as seen in the 
human body to the highest degree. 

The next step after the development of the personal work of art in 
the shape of beautiful youth, by means of the national games and the 
cultivation of the taste of the entire people through the spectacle of 

. these games, is the art of sculpture, by which these forms of beauty, 
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realized in the athletes and existing in the minds of the people as ideals 
of correct taste, shall be fixed in stone and set up in the temples for 
worship. Thus Greek art was born. The statues at first were of gods 
and demigods exclusively.. Those which have come down to us cause 
our unbounded astonishment at this perfection of form. It is not 
their resemblance to living bodies, not their anatomical exactness that 
interests us, not their so-called “truth to nature,” but their grace- 
fulness and serenity—their “classic repose.” Whether the statues 
represent gods and heroes in action or in sitting or reclining post- 
ures, there is this “repose” which means indwelling vital activity 
and not mere rest as opposed to movement. In the greatest activity 
there is considerate purpose and perfect self-control manifested. 
The repose is of the soul, and not a physical repose. Even sitting 
and reclining figures—for example, the Theseus from the Parthenon, 
the torso of the Belvedere—are filled with activity, so that the repose 
is one of voluntary self-restraint and not the repose of the absence 
of vital energy. They are gracefulness itself. 

What a surprising thought is this, of a religion founded on beauty! 
How could it have arisen in the history of the world, and what became 
of it? Let us consider a few of the elements wherein the Greek re- 
ligion was superior to other heathen religions. 

The Hindoo worshipped an abstract unity devoid of all form, which 
he called Brahma. His idea of the divine is defined as the negation 
not only of everything in nature, but also everything human. Noth- 
ing that has form, or shape, or properties, or qualities—nothing, in 
short, that can be distinguished from anything else, can be divine 
according to the thought of the Hindoo. This is pantheism. It wor- 
ships a negative might which destroys everything. If it admits that 
the world of finite things arises from Brahma as creator, it’ hastens 
to tell us that the creation is only a dream and that all creatures 
will vanish when the dream fades. There can be no hope for any 
individuality, according to this belief. Any art that grows up under 
such a religion will manifest only the nothingness of individuality and 
the impossibility of its salvation. Instead of beauty as the attribute 
of divinity, the Hindoo studied to mortify the flesh; to shrivel up the 
body; to paralyze rather than develop his muscles. Instead of gym- 
nastic festivals he resorted to the severest penances, such as holding 
his arm over his head until it wasted away. If he could produce 
numbness in his body so that all feeling disappeared, he attained 
holiness. His divine was not divine-human, but inhuman rather. 

The Egyptian laid all stress on death. In his art he celebrated 
death as the vestibule to the next world and the life with Osiris. Art 
does not get beyond the symbolic phase with him. As in the hiero- 
glyphic the picture of a thing is employed at first to represent the 
thing, and by and by it becomes a conversational sign for a word, so 
the works of art at first represent men and gods, and afterwards be- 
come conventional symbols to signify the ideas of the Egyptian re- 
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ligion. The great question to be determined is this: What destiny 
does it promise the individual, and what kind of life does it command 
him to lead? The Egyptian symbolizes his divine by the processes of 
nature that represent birth, growth, and death, and resurrection, and 
hence conceives life as belonging to it. The curse of the sun—its 
rising and setting, its noonday splendor, and its nightly eclipse; the 
succession of the seasons—the germination, growth, and death of 
plants; the flooding and subsidence of the Nile—these and other 
phenomena are taken as symbols expressing the Egyptian conception 
of the divine living being. Finally it rises out of the immediate 
artistic description by symbols, and tells the myth of Osiris killed 
by his brother Typhon, and of his descent to the silent realm of the 
under-world, and of his there reigning king, and of his resurrection. 

The Indian art, on the contrary, dealt with symbols that were not 
analogous to human life. They reverenced mountains and rivers and 
the storm winds and great natural forces that were destructive to the 
individuality of man, but also reverenced life in animals. They 
founded asylums for aged cows, but not for decrepit humanity. 

Persian art adored light as the divine; it also adored the bodies that 
give light—the sun, moon, and stars; also fire; also whatever is 
purifying, especially water. The Persian religion conceives two 
deities—a god of light and goodness and a god of darkness and evil. 
The struggle between these two gods fills the universe and makes all 
existence a contest. The art of the Persian portrays this struggle, 
and does not let pure human individuality step forth for itself. 

In Assyria and Chaldea we have the worship of the sun rather 
than of pure light. Hence there were artificial hills or towers con- 
structed, with ascending inclined planes on the outside rising to the 
flat top, crowned with a temple dedicated to Belus or the Sun god. 
Images partly human, partly animal, represented the divine. The 
lion,’ the eagle, the quadruped and bird, the human face, these were 
" united to make the symbol of a divine being who could not be mani- 
fested in a purely human form. 

The Egyptian religion, though it surpassed the Persian in that it 
conceived the divine as much more near human life, still resorted 
to animal forms to obtain the peculiarly divine attributes. There 
were the sacred bulls Apis and Mnevis, the goat of Mendes, the sacred 
hawks and ibis, and such divinities as Isis-Hathor, with a cow’s head; 
Touaris, with a crocodile’s head; Thoth, with the head of an ibis; 
Horus, with the head of a hawk; but Ammon and Ptha and Osiris 
with human heads and bodies. Thus we see that the Egyptian wa- 
vered between the purely human and the animal form as the image of 
the divine. So long as it is possible for a religion to permit the 
representation of the divine by an animal form, that religion has not 
yet conceived God as pure self-consciousness or reason. Its art can- 
not arrive at gracefulness.. As a consequence of this defect, however, 
it cannot account for the origin and destiny of the world in such a 
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way as to explain the problem of the human soul. It is an insoluble 
enigma whose type is a sphinx. The Sphinx is the rude rock out of 
which it arises, symbolizing inorganic nature; then the lion’s body, 
typifying by the king of beasts the highest of organic beings below 
man; then the human face, looking up inquiringly to the heavens. 
Its question seems to be: “Thus far: what next?’ Does the human 
break the continuity of the circle of nature within which there goes 
on a perpetual revolution of birth, growth, and decay, or does the 
human perish with the animal and plant and lose his individuality ? 
How can his individualit, be preserved without the body? The Egyp- 
tian’s highest thought was this enigma. He combined the affirmative 
and negative elements of this problem, conceiving that man survives 
death but will have a resurrection and need his particular body again, 
which therefore must be preserved by embalming it. The body of 
Osiris had to be embalmed by Isis. The sacred animals, bulls and 
others, were embalmed upon death. 

They had not learned that the image of God is man, and, more 
definitely, man’s reason or self-consciousness. It was a great step 
beyond the heathen religion of Asia and Africa therefore for the 
Greek religion to conceive the divine as dwelling in human form, how- 
ever defective it was in respect to its doctrine of the particular attri- 
butes of man that are the true image of God. THence we have the 
explanation why it is that Greek art has become the conventional 
expression of the beautiful for all the civilized world. It alone aims 
at the expression of personal freedom in the body and therefore al- 
ways achieves gracefulness. Christian art as such strives to show the 
soul as struggling to free itself from the body. All cultivated peoples 
will prefer ornament and works of art that show the triumph of the 
soul over matter to the manifestation of the predominance of matter 
or the struggle of the soul to free itself. Art studies should there- 
fore find their centre in the history of Greek art. 


RUSKIN ON THE NATURE OF ART. 
By W. G. Coxttisewoop, M. A. (Untv. Cotu., Oxrorp). 


ought to ask, before proceeding to further inquiries, this 
question: “Is Art a real thing, worth serious: consideration ? 
or only a chimera, a delusion? Does it exist?” For it is no 
use examining the nature, end, or use of anything, unless we are sure 
that our terms are not mere empty and idle words; and especially in 
the case of Art this is worth while, because to many people painting 
and sculpture are vanities, about which it matters very little what is 
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thought or what is done. Even to some who sincerety delight in them, 
they are very subordinate to what they call the serious business of life; 
they do not for a moment rank with grave subjects of thought, such 
as science or politics, morality, or religion. But if Art really exists 
as a vital fact of the universe and an important element in human 
life, if it grows and flourishes and decays like any other great human 
institution, it has an actual influence on mankind, or serves as an 
index and exponent of progress and civilization; then the study of 
Art must be really valuable, if not indispensable. 

Mr. Ruskin everywhere assumes that this is the case. But he dis- 
tinguishes, throughout his writings, between this Real Art and some- 
thing that pretends to rank with it, but is merely an imitation. For 
instance, he mentions the forms of what is not Art, but inartistic 
production, that exist among us: and speaking of the painters of the 
day he says that modern life is so broken up and imitative that some- 
times you not only cannot tell what a man is, but whether he is;— 
a spirit, or an echo. That is to say, much that passes for Art is a 
mockery, a superficial imitation of the real thing, presenting no true 
reality to study, no universal laws of life to expound; it is derivative, 
and content with cold reproductions of common types; it aims at no 
sincere and honest original effort. -And the persons who produce 
these derivative works, however ingenious and clever, are not real 
artists, but manufacturers of pictures or carvings. Strictly speaking, 
he says, what people call inferior painters are in general no painters. 

Whenever he uses the word Art, therefore, he understands Real Art. 
as distinguished from the mockeries of it that distort its reality as in 
a mirage; Real Art possessing and exhibiting a certain vital power, 
which, like any other form of life, is subject to law and is material 
for scientific inquiry. Its possession of vitality is shown by its his- 
tory, by the rise and decay of schools, and by their correspondence 
with contemporary phases of national life; and shown further by its 
influence on men, its real help or hindrance to them as giving right 
pleasure and true instruction, or the reverse. He does not mean that 
Art is real only when it is moral and didactic, nor does he refuse to 
consider any in which he detects an evil tendency, an influence pro- 
ducing or indicating low civilization and base morals. Such may 
be only too real; though he is never weary, as every reader knows, of 
demonstrating the catastrophe wrought or indicated by it. With Mr. 
Ruskin both Science and Art are looked upon as valuable in propor- 
tion to the nobility of their subject-matter; so that there is Real Art 
which is bad, just as Real Science may be used for bad ends—as the 
compounding of poisons. But Science is false or sham when it pro- 
ceeds upon unfounded assumptions and treats of non-existent ma- 
terials; when its conclusions are false, not true; and Art is sham 
when it is false and futile, representing forms which the artist has 
neither seen nor ever dreamed, or professing. to translate emotions 
which the artist has never felt. Parallel with the pseudo-sciences there 
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‘is Sham Art—a parasite of the vital growth, a shadow of the substance; 
and it is the too frequent presence of this Sham that makes some 
people doubt the existence of the Real, and others doubt the validity 
of an inquiry into its nature and laws. 

Apnoristic Derinitions.—It is not entirely a gain that Mr. Ruskir 


is so skilled in epigram and aphorism. ‘Readers sometimes carry | 


away a phrase from his writings which, when the context is forgotten, 
misleads them; for though right in one connection, it may be wrong in 
another. And from the mere fact that his aphoristic definitions of 
Art are so various, being given with the purpose of fixing a certain 
limited idea, it seems sometimes that they are insufficient and inhar- 
monious. But his chief concern is generally to mark off Real Art 
from Sham; for instance, when he says: Art is a language expressing 
ideas, and the greatest Art is that which expresses the greatest num- 
ber of the greatest ideas, which was his first position with regard to 
his subject. In another context, Art has for its business to praise 
God; and again, Great Art is the expression of the mind of a God- 
made great man; and, differently intended, Art is the expression of 
delight in God’s work. From that he glides to—All great Art is 
praise; and, Art is the exponent of ethical life, which leads the way 
to the notion of it as merely human labor regulated by human design, 
or, any modification of things substantial by substantial power, so 
long as it states a true thing or adorns a serviceable one. Fine Art 
is that in which the hand, the head, and the heart of man go together. 

This selection of his sayings on the Nature of Art does not include 
anything like a philosophical definition; they are descriptive; and 
they describe different phases of Art as it appeared to the writer at 
different periods of his thought. uskin’s teaching, like Art, has a 
vital power; and one of the evidences of its vitality is its growth. 
To those who find saplings useful for walking-sticks, a full-grown tree 
is otiose; and many who assented to “Modern Painters” regret the 
broad-spreading ramifications of his later work. But at the same 
time this candid self-criticism and continual reconstruction of belief 
is a warrant of sincerity. It is a cheap thing to adopt a system and 
stick to it; when it is cut and dried it is apt to command less con- 
fidence; but you trust the living bough. 

But from these aphorisms it is plain that Mr.,Ruskin proposes to 
his readers two distinctions: the first between Real Art and Sham; 
and the second between Great Art and something else that is Real but 
not Great. Both these distinctions are difficult to make at the 
moment; and even when the subject under consideration is in the 
comfortable distance of past history, judgments may differ on a par- 
ticular work. But the distinction is a real one. Sham Art is de- 
Tivative, insincere, inadequate: Rea] Art is a living organism, in- 
viting study like any other organism, with its natural laws of growth 
and its vital influence on mankind. And some of it is Great. 

Great ArT and HicgH Art.—In the last century it was commonly 
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thought that all portrait-painting, and genre, and still life, and what 
we popularly call decorative work, as well as landscape for the most 
part, were inferior kinds; in contradistinction to which stood some- 
thing that was called High Art. The most accessible exposition of 
the doctrine is that of Sir Joshua Reynolds in his discourses. He 
summed up the Academic teaching, and formulated rules for the 
production of High Art; not claiming that he followed that manner 
himself, for he was only a portraitist, and in his heart admired the 
Venetians, who were not thought to rank so high as the Roman School 
of Michelangelo and Raphael. He puts the whole art of painting 
under four categories, and deduced, from accepted examples, the 
principles of their production: how to create High Art—the Grand 
Style.- 

Grand Invention, he says, is the generalization of the mental visions 
which all have of any incident, not the particular private view of 
any one person. “Some circumstances of minuteness and particu- 
larity” may give an air of truth, and be admitted with caution. But 
truth is not admitted for its own sake. For instance, St. Paul is not 
to be painted as weak in bodily presence; Alexander the Great, not, 
as he was, of short stature; Agesilaus, not as deformed. But what 
the public in general would imagine them to be, so they must be 
represented. 

Grand Expression also allows no particularization; when Bernini 
sculptured his David as biting the lip in the act of slinging, he 
sinned against grandeur. The “blitheness and repose” of a Greek 
god is the model on which every countenance and attitude should be 
formed. 

In Coloring, because the remains of ancient statuary are colorless, 
for aught he knew, and because Michelangelo, for their sake, denied 
himself the glory and the gold which his predecessors and patrons 
loved, the Grand Style allows no “artful play of little lights or 
variety of tints.” It should be harmonious to monotony, or distinct, 
like martial music. 

And in Drapery, for that is the final category of Academic picture-~ 
making, there must be no discrimination of stuffs, but merely folds 
of classical curtains and robes. 

We know how this advice was taken, and what came of it. The 
Grand Historical School, working on Reynolds’s rules, became the 
laughing-stock of Europe; it became the mere reflex of used-up ideas 
and worn-out forms, without vitality, without influence or interest; 
mere Sham Art. And so Mr. Ruskin was led to inquire into the 
subject from another point of view, not now seeking external signs, 
but analyzing the more intimate motives of production. And from 
his inquiry he was led on to the conviction that Art has its root and 
origin in something deeper than formule; that it is really conditioned 
by the whole nature of the artist, by his morality, his position in the 
eommunity, his relation to the world and to God;—that Art is great 
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in ¢oportion as the producer is great—not only as an artist, but as a 
man. 

In reading Ruskin we have therefore to remember that besides his 
development of personal attitude to the question, he has two main 
objects in view—the discrimination of Real Art from everything 
else, and the valuation of it as greater or less in the sum of its 
achievement. 

Art anD Manuracturge.—There are many degrees of greatness 
among the various kinds of Art, although they are all true and real: 
and from the highest efforts of painting and sculpture they pass in 
unbroken series to the minor handicrafts, which may be artistic, if 
they are carried on by artists; or they may be mere manufacture, and 
not Art at all. A manufacture is the product of the hands, with a 
minimum of brain power. In mechanical employments the skill is 
a sort of reflex-action: when the head is allowed to busy itself it 
destroys the manual skill by hesitation as to method and adaptation; 
and the workman is told not to think, but to do what he knows. But 
when the head must needs direct the hands, consciously, and as a 
dominant and continual guide, the work is a form of Art: a low 
form, but a true one. Every employment can be turned, in some 
of its branches, into an Art; carpetry, or agriculture, or the making 
of fabrics for clothes, can be treated as a manufacture, or as an art; 
and it is usually the case that when these things become artistic, and 
attest thought, they are considered more valuable. But they do not 
reach the rank of Fine Art until the whole man is employed; and the 
whole man has more than hands and a head; he has feelings and emo- 
tions, what is popularly called heart. And when the emotions be- 
come dominant power they bring in the likes and dislikes of the 
worker, they display his tastes, they reveal an attempt to impart 

_Beauty to the work which the head endowed only with utility. 

And so we get the lower Arts, in which the emotions have little 
play, and Beauty no conceded position; and the Fine Arts, no matter 
to. what material adapted. Decoration of any kind is just as truly a © 
Fine Art as painting pictures, though there is not the same scope for 
the whole greatness of a profound intellect and wide sympathies to 
display itself. This more extended view of Art is the chief differ- 
ence between Ruskin’s earlier and his later writings; in Modern 
Painters he looked at Art as a Language; in his more recent writings 
he looks at it as an Activity, as the production of concrete objects in 
obedience to certain instincts—of which more hereafter. 

IpEas or Power.—Yet he did not neglect the handicraft-element, 
even in his earliest theory. His statement, at the outset of “Modern 
Painters,” that Art is a language expressing Ideas of Power, Imitation, 
Truth, Beauty, and Relation implies that he did not mean to regard 
painting as a mere vehicle for what is rightly discriminated by 
artists as the “literary subject,” to the exclusion of the “artistic sub- 
ject.” He notes that many thoughts are dependent on the language in 
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which they are clothed; and that certain ideas belong to language iv- 
self. The first set of ide&s, those of Power, involve the purely artistic 
process of the creation of a work of art, and mean, partly, what we 
call Execution and Technical ability. The pleasure they produce is 
that felt by the worker in his triumph over difficulties, and by the 
spectator in witnessing the triumph. And although the purpose of 
“Modern Painters” was to call the attention of critics to the thought 
and truth in Turner’s later work, the author, with a candor uncommon 
in special pleaders, began by showing that part of the interest of 
Art is in the Power shown by the dexterity and craftsmanship of 
the artist. 

When this interest is the admiration and wonder of an inexplicable 
talent,—as much an instinct as the power of nest-building in a bird 
or hive-building in a bee,—it partakes of that high pleasure with 
which, as we shall see, mankind contemplates the nobler forms of 
Beauty; it is the contemplation of the artist as himself a work, so to 
speak, of Divine Art. But when it is merely the applause of the 
mob at a cheap tour de force,—the attention of the conjurer’s appren- 
tice trying to learn the trick of it, to the entire oblivion of anything 
higher in the world than executive dexterity, then it panders to the 
most prevalent and pernicious form of Sham Art. Nobody has more 
highly appreciated Execution than Ruskin; from the finesse of 
Turner’s hand, inconceivably microcosmic, to the colossal brush- 
strokes of Tintoret, painting tree-trunks in two touches apiece. 
Diirer’s severe and subtle pen-stroke; Meissonier’s realism in minia- 
ture; the free handling of Reynolds, and the flawless modelling of 
Holbein have alike won his praise. It is only where the “finish” is 
thoughtless niggling, as in Hobbema’s trees, or the “freedom” is 
licentious slapdash—s? exemplum quaeris, circumspice—that Ruskin 
steps in with his veto. Execution as a source of pleasure in Art, 
nay, aS an integral part of the aim and purpose of it, he is far from 
despising. 

But the aim of Art is something more than Execution; and the 
idea of Power suggests not only the sense of energy perceived in the 
artist, but also the sense of great force in action represented in his 
subject,—what is called Sublimity. This has been usually separated 
from Beauty, as if the two were quite distinct and co-ordinate aims, 
as if Art had two aims of equal value and indifferent application. 
Ruskin dismisses Sublimity from that position, pointing out that it 
is not foreign to Beauty, but the effect on the mind of greatness, of 
infinity, which, as we shall see, is one of the elements of the Beautiful. 
Etymologically the Sublime is what “lifts one off his feet”; and the 
feeling that there is a something infinite and terrible, of forces and 
laws past comprehension, even in the fashioning of the least flower 
or pebble, grows upon the instructed mind into the same sense of 
Sublimity as that which is forced upon the ignorant and unreflective 
by a thunderstorm or a cataract. §. T. Coleridge was fond of tell- 
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ing how, at the Falls of the Clyde, he pronounced the scene “essentially 
sublime”; and heard with contempt a lady rejoin, “Yes, it is beauti- 
ful.” The beauty of the lines of rushing foam, of crystalline trans- 
parency and iridescent mystery were nothing to him—as doctrinaire 
in Kantian Art-Philosophy—in comparison with the overwhelming 
certainty that if he fell in he was sure to be drowned. But Coleridge, 
as poet, could describe the sublimity, the fearsomeness of the sight 
pf a frail and lonely figure in the moonlight “beautiful exceedingly.” 
I do not mean that the Sublime and the Beautiful are one and the 
same, but they are two developments of one principle. 

Sublimity is therefore not to be classed as a separate, collateral 
factor of Art, but as closely connected with Beauty on the one hand 

_and Imagination on the other; and Great Art is, in the first place, 
conditioned by these ideas of Power, by consummate execution, and 
the highest reach of nobility in the forms portrayed. Of the other 
ideas named at the beginning of “Modern Painters,” those of Rela- 
tion seem to be specially connected with the Imagination and its 
work; those of Imitation and Truth involve the discussion of the 
Mimetic instinct and the Representation of Nature. They must be 
noticed in a slight preliminary way, in order to define the limits of 
Art. 

Macuinery anp Art.—We have seen that manufacture is not Art; 
but we are accustomed to meet with all manner of goods professing 
to be artistic, yet produced by machinery,—the extreme form of manu- 
facture, made not only without head-work, but without hand-work, as 
far as possible. No doubt head-work and hand-work went to the 
making of the machines in the first instance; but that hardly affects 
the statement that the patterned products of a steam-loom are quite 
distinct from the products of a hand-loom, as these last are from 
pure artistic embroidery. If hand-manufacture be not Art, still less 
is steam-manufacture, though its results are often so interesting, and 
display'so much ingenuity, that the public is content with the sham, 
and many critics hardly venture to incur the ridicule of the thought- 
less and the enmity of the trade by upholding a logical discrimination. 

Mr. Ruskin was led to his position by considering the effect of 
machinery upon the life of the workman. He found that where the 
minor arts and crafts are treated in a purely artistic spirit, they react 
in a wholesome manner on the producers, who became of necessity 
more intelligent, more interested in their work, and consequently 
happier. Where machinery is introduced, the human capacities of 
the workman are minimized: the qualities of head and heart are not 
wanted, and even skill of hand is reduced to its lowest terms. 

Not only that, but the work itself loses its interest and higher 
qualities of beauty; what it gains in superficial neatness it loses in 
refinement; it is vulgarized, because there is no imagination put into 
it. Consequently all the products of machinery tend to become Sham 
Art, in proportion to the part which machinery plays in their produc- 
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tion. Real Art does not depend upon materials and tools; a great 
artist could make great works with the very simplest,—such as a 
bottle of ink and a deal board, painting with his finger; for “the © 
imagination amends them.” Even the reproduction by mechanical 
processes of paintings and drawings loses many of their qualities,— 
and this is the case even with the most marvellous of recent inven- 
tions, as any one can see who has the opportunity of comparing 
original drawings with what are published as facsimiles. Still more 
is it true of the great mass of decorative work, cheaply produced by 
machinery. 

It is not to be thought for a moment that Mr. Ruskin would refuse 
the advantages to utility which are gained by machine power. His 
position is quite simple. As long as useful articles can be made 
plentiful, without involving the slavery and degradation of the work- 
man, he encourages manufacture; but when it is supposed that Art 
can thus be cheapened, he points out that there is an impassable 
gulf between utilitarian manufacture and Real Art; and the cheapen- 
ing of a hybrid between the two serves only to blind the public to 
the real uses and true standards of Art. 

PuorocraPHy AND Art.—The Ideas of Imitation ae Truth, which 
it is the business of Art to give, might be thought to be attained by 
photography; and in some sense photography claims its place on the 
borderland of Art. But there are two reasons why photography fails 
to take a place alongside of painting and sculpture. First, that it 
gives no really accurate representation of Nature: the lowering of 
tone makes it impossible to get the effect of a landscape; and the falsi- 
fication of values, even with the most ingenious appliances to evade 
it, leads to falsification of landscape detail. Artists who work from 
photographs know how much allowance has to be made for these dis- 
turbances; they know that the perspective of an interior or a figure, 
the modelling of certain masses of drapery or rock-form, and many 
other parts of the picture, are not to be strictly copied from photo- 
graphs. So that mere truth, which is the boast of photography, is not 
fully attained, though perhaps, with improvements in management 
and appliances, truth may eventually be secured in other subjects, 
as it is already in the wonderful instantaneous photography of facial 
expression. 

But even if that were done, Art is, by its very nature, the ex- 
pression of human feeling, the representation of external things as 
seen through a human eye and imaged in a human mind, The inter- 
est in Art is quite different from the interest in Nature. In Art 
we look for the record of man’s thought and power, but photography 
gives that only in a quite secondary degree; every touch of a great 
picture is instinct with feeling, but however carefully the objects of 
his picture be chosen and grouped by the photographer, there his 
interference ends. It is not a mere matter of color or no color, but 
of Invention and Design, of Feeling and Imagination, the very quali- 


RUSKIN ON THE NATURE OF +ART 37 


ties which make Art interesting and great. Photography is a matter 
of ingenuity; Art is genius. And if it be said that Nature is more 
beautiful than Art, which is true, Mr. Ruskin replies that a photo- 
graph is not Nature; and that nobody who really sees and lovés 
natural beauty pretends that it is adequately replaced by a photograph. 

Photography is, however, extremely valuable as a record of certain 
facts, and as a help to the reproduction of designs; but we must not 
confuse its service with that of Art. As in the case of manufacture, 
it is a separate thing. Fine Art is not science, it is not manufacture, 
it is not photography. It is—I do not attempt a philosophical defini- 
tion, but to mark it off from these it may be called the thoughtful and 
purposeful expression of human emotion. 

PROGRAMME OF THE SuBJECT.—At the outset of an inquiry into the 
nature of Art it is hardly possible to prove every statement and follow 
it out in detail. Much of what has been here noted down will be 

_ treated again more fully; though the limits of any handbook, and the 
intention of this one in particular, preclude a full development of 
special arguments. But we have not got Mr. Ruskin’s view of what 
he means by Art, and what he separates from his conception of it. 
We have next to examine the End of Art, its purpose or aim: and 
then to find its Uses, for we have seen that though its business is not 
primarily utilitarian, it has an influence on human life. Then we 
shall be at liberty to proceed to the different sorts and conditions of 
Art, remembering that Mr. Ruskin has not especially treated Music 
and Literature and Acting and several other of the Fine Arts, though 

‘many remarks upon them can be gleaned from his writings: but he 
has devoted himself to plastic and graphic Art—what he calls Forma- 
tive Art. I think no apology needed for confining ourselves to those 
questions which he has answered at length; and I feel that it would 
be forcing his doctrines if in a work of this sort we attempted to 
apply them to departments of the subject for which they were not 
intended. Finally, we shall notice his advice as to the more practical 
side of the question; though it involves theory and general considera- 
tions, just as the theoretic examination of the End and Use of oak 
involves practical application. 

And so, without misleading sub-titles of division, the reader may 
be asked to note that the earlier parts of the book are mainly 
theoretical, and the later part mainly practical. Beginning with the 
Purpose of Art, we shall discuss Ruskin’s teaching on its relation tc 
Truth, Beauty, and Imagination in the first part. The second part 
will treat of the Uses of Art in its relation to Religion and Morality, 
Sociology and Political Economy. The third part, dealing with the 
concrete products of Art, will divide them into their departments, and 
examine the virtues of each, concluding with Mr. Ruskin’s doctrines 
on matters of technical practice and study and criticism. 

The review of history, the detailed criticism of schools, the descrip- 
tion of special works of Art, and the characterization of artists, 
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hardly seem to form part of Mr. Ruskin’s Art-Teaching; they are 
rather subjects of Art-Criticism. And indeed to do justice to his 
exposition of the example and precept of Greek Art; the virtues and 
vices of Gothic; the secret and interest of the primitive masters, 
one by one; the glories of Venice; the mysteries of Diirer and Holbein; 
the magic of Reynolds and his cycle; the aims and achievements of 
Turner; and to relate in sufficient fulness all his hopes and fears 
for modern painting, from the Pre-Raphaelites to Miss Kate Greena- 
way; all his plans and proposals for modern architecture, from the 
Oxford Museum to that of St. George’s Guild;—to do all this is so 
utterly beyond the scope of a book on his Art-Teaching that the least 
said about it will be soonest amended. 

So I have to set down his doctrines, not his criticisms; his teach- 
ing, not his examples; and I mention the omission simply that the 
reader may know it for intentional. I do not think it enough to quote 
his words, either in affairs of criticism or of teaching. Much false 
impression may be given by exact quotations; and the appearance 
of authenticity only strengthens the falsehood. If you want his 
words, read his books: for that is the end to which I desire to lead. 
It is useless to compile an Art-Philosophy for the sake of summing 
up its results; that is like taking a walk for the sake of getting,home. 
Unless you get the exercise of every step, the benefit of every breath 
of fresh air, unless you bring back the recollection of things seen by 
the wayside, and glimpses perhaps of worlds less realized in the far 
distance, you might as well have satin the doorway all the afternoon. 
No doubt it is. from some feeling of this sort that Mr. Ruskin pre- 
fers to dole out his teaching in letters and lectures; and never seems 
to come to any general conclusions, or to advance any formulated 
system. But as we have seen, and shall see, he has travelled over 
the whole of the ground; and I have tried to survey it and map it 
for the benefit of those who follow him in his walks abroad. It is a 
poor substitute for a tour in Switzerland to pore over the maps in the 
guide-book; and yet, before setting out, it is well to know the lie 
of the land; and after the excitements of the trip are over even the 
guide-book may be pleasant, and sometimes instructive, reading. 

Notr.—The reader will understand that the references to future chapters in the foregoin 
do not pertain to this volume but to the work from which this article is taken—a work whic 
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account of the share of the Catholic Church in preserving 
and cultivating them. When the Roman Empire fell the 
Church took its place as the mightiest institution before the 
minds of men. For a thousand years she was the chief teacher of 
Europe. Within her temples the descendants of the barbarians whom 
her missionaries had converted to Christianity, knelt in worship; to 
her schools came the children of Goth, Lombard, Teuton, Frank, and 
Saxon; beneath her influence the laws of the new nations became 
fixed into humane and civilized codes; inspired by her spirit and 
institutions, a literature of poetry and scholarship was developed, 
upon which we may look back with as much satisfaction as that which 
a late Greek or Roman might feel in contemplating the ancient 
glories of his race and fatherland; and finally, owing mainly to her 
doctrine and worship, there came into being an artistic perfection in 
architecture, painting, and sculpture, which the artists of our day 
still reverently study, as an indispensable condition of culture and 
success. ‘To comprise within a brief sketch a history of the fine arts 
as they were thus fostered by the Church during ten centuries, is a 
difficult task indeed, since the few pages allotted to us would have to 
be expanded to as many volumes to do full justice to the mass of 
material bearing upon the subject. But summaries of this sort, how- 
ever incomplete, are useful as suggesting lines of deeper study to the 
inquiring mind; and it is to be hoped that these brief paragraphs will 
induce earnest students to go more thoroughly into this fascmating 
chapter in the history of the arts. 

Let us begin with architecture. A logical beginning too, this would 
seem to be, since the churches of a religion express its spirit and 
influence more directly and intimately than any other form of its 
artistic manifestation. The instinct for fine buildings and rich ap- 
pointments for public worship appeared in Christianity at a very early 
day—as. soon in fact as the terrible persecutions of the first three 
centuries ceased, and the religion of Christ was free. Even in the 
fourth century, we find Christians so lavish in providing the best 
products of human skill for their solemn services, that the Emperor, 
Julian the Apostate, complains angrily against them for it. But the 
Church, to the great good fortune of art and civilization, has never 
yielded to-the specious objection that wealth and beauty should not be 
consecrated to the service of the Most High. In the beginning of her 
career as a free spiritual society, she took over for her churches the 
noble basilicas which had been used as law courts in old Rome. 

39 ; 
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Sometimes the very temples of the former pagan deities were adapted 
to the worship of the true God. Thus the great Roman’ Pantheon 
became a Christian church, and its columns have now heard the name 
of Christ for more centuries by far than once they heard the name 
of Jove. 

Christian architects introduced certain changes in the style of the 
basilica, producing the type known as Romanesque, which is a mediate 
stage toward the incomparable Gothic. The Gothic style, which still 
remains the supreme achievement of religious architecture, flourished 
at its best from the eleventh to the late fourteenth century. Its 
whole design bespeaks worship and aspiration. It is essentially a 
creation of religion, the religion of medieval civilization. From its 
long, cool naves dimly lit by glorious windows of stained glass, to the 
delicate pinnacles that lift themselves high into the air, it tells to the 
human spirit a message of sublimity, adoration, hope, and prayer. 
Standing in cathedrals like those of Chartres, Amiens, Bruges, 
Mainz, Cologne, Durham, Wells, and Peterborough, we feel that our 
proper place is on our knees in these holy houses of the Almighty. 
We are fain to confess that they are the noblest monuments in stone 
that any religion has ever raised, and the worthiest sanctuaries of 
all the world for the union of the human spirit with the Divine. 

These great churches belonged to all the people, from king to serf; 
for all had a share in building them, all worshipped in them, all took 
a noble pride in them. Kings and queens sometimes built or adorned 
them in fulfilment of a vow, as Edward the Confessor raised West- 
minster Abbey; or in expiation for wrong-doing, as William the Con- 
queror erected a church at Caen; or in thanksgiving for success, as 
Charles VIII of France after his coronation gave a large sum of 
money for the restoration of the cathedral at Rheims. Similarly 
the church of Santa Maria de Pace was constructed by Pope Sixtus 
IV in thanksgiving for peace among Christian princes; two great 
churches were built at Venice in gratitude for the cessation of the 
plague; King Canute made a donation of his crown to Winchester 
Church; another English monarch presented his richest royal robe 
to Durham that it might be made into a vestment for religious wor- 
ship; and a Duke of Orleans, brother of the King of France, provided 
in his will that a silver chalice should be given to every church in 
Paris and Orleans. Many other instances of this kind we might men- 
tion; but these will suffice to show how useful an object of royal 
generosity was ready to hand in that cathedral-building period of the 
middle ages. But not only those of kingly line took part in those 
splendid undertakings; the middle class of society, and even the poor, 
had their honorable share in them. The fine baptistery at Pisa was 
built by contributions of one florin from every family in the city. 
This good example was followed in Parma with equal success. The 
people who had no money to give, brought to the common fund 
some other sort of commodity which could be turned into money. An 
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THE WORLD’S MOST FAMOUS EXAMPLES OF SACRED ART. 


1. Madonna de San Sisto, by Raphael. (Complete.) 


2. Madonna de San Sisto, (detail of.) 

This is also called the “Sistine Madonna.” It was painted 
In 1518, and isin the Dresden Gallery. St. Sixtus—Pope Sixtus II. 
is on the left, and St. Barbara on the right. 


8. The Immaculate Conception, by Murillo 

This world famous painting is in the Louvre at Paris. It was 
painted in 1678 and was carried from Spain by Marshal Soult. 
The French government paid 615,300 francs for it. 


4. Day, by Correggio. 

This is a companion to the equally famous picture of ‘‘The 
Holy Night”’,—the whole group of these paintings in the Dresden 
Gallery representing the Holy Family. 
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old medieval poem tells us that when a great church was planned, the 
farmers contributed beeves, horses, and sheep; others gave cloaks, 
rings, and bracelets; and the young women even sacrificed their ear- 
rings. Those faithful folk gave gladly of what they had, feeling that 
they would be well repaid when, some day, the glorious pile would 
stand complete and beautiful before them, and they could call it their 
own, or rather God’s own, though the offering of their heart and 
hand. ; 

And shall we not say that they were well repaid? Assuredly they 
were. Those Gothic shrines were not only a home and a memorial of 
religion, but they were also perpetual teachers of civilization, of good 
taste, and of the artistic sense. It refines us to this day to step into 
them; it is considered necessary to a perfect education to go to Eu- 
rope to see them. How much deeper and more personal, then, must 
have been their high lesson to those of that olden time who owned 
them; who lovingly watched them rise, stone upon stone; and who 
could kneel in prayer within their sacred enclosure, knowing that they 
had helped to bring them into being for God’s glory? Indeed they 
must have loved those holy places with a reverent and devoted love. 
We are not astonished to read that the churches in those days had 
the privilege of asylum as it was called; that is, if a man, hunted 
by the soldiery or the police took refuge in a church his pursuers were 
not allowed to desecrate the building by laying violent hands upon him 
there. And a good thing it was, we may be sure, that some spot was 
sacred in those days of almost constant war. ' A beautiful story illus- 
trates in another way the humane influence of those abodes of prayer. 
It is said that King Edward of England, having suffered terrible 
losses in his army in the territory around Chartres, looked one day at 
the towers of the incomparable cathedral of that city, and was so 
struck with the thought that bloodshed ought not to go on beneath 
the shadow of so beautiful a house of God that he resolved straight- 
way to seek an honorable peace. G 

But architecture was not the only one of the fine arts which the 
Gothic period developed. Go into one of the cathedrals of that time, and 
you will see specimens of the most diversified forms of artistic handi- 
work. Paintings and frescoes, statues and mosaics, mausoleums and 
ornate capitals, elaborate work in stained glass, gold, silver, bronze, 
and ivory, confront one at almost every step. The cathedral gathered 
unto itself all these achievements of genius and refined taste until it 
became a House Beautiful—a very treasury of all that is loveliest and 
loftiest in human life. In the vacant spaces were great composi- 
tions in color, telling the story of Old and New Testament history, 
and the lives of saintly men and women of Christian times. One 
picture might, for example, represent Moses receiving the Law on 
Sinai; another the Magi adoring the Holy Child; another the Cruci- 
fixion; another the Last Judgment, and so on through the entire 


extent of sacred history. It was from daily familiarity with sights 
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like these that the greatest masters of brush and chisel of those ages, 
from Cimabue to Michael Angelo, learned their art and drew their 
inspiration. How gladly many of them gave the service of their art 
to the religion which had taught it to them, we may learn from lives 
like Michael Angelo’s and Carlo Dolci’s; and may read from such in- 
scriptions as that which one of the painters of Pisa wrote at the 
bottom of his picture of the Magi: “What will I render to Thee, Good 
Saviour, for all that Thou hast given to me? Not gold or frank- 
incense or myrrh, but my heart, and this work of my hands which 
comes from the treasury of my heart.” 

That the medieval period of great church buildings brought about 
a real re-birth of sculpture, is a fact familiar to every student of 
that art. Up to the twelfth century the stiff monotonous traditions of 
the Byzantine style had prevailed throughout Europe, stifling all 
progress, and drying up the springs of the sculptor’s inspiration. 
With the growth of the Gothic architecture, none of the other fine 
arts felt the stirring of new life sooner than sculpture; and there 
appeared that noble line of artists in stone who recall the best days 
of classic Greece—Donatello, Pisano, della Robbia, Michael Angelo, 
and a long list of others hardly less illustrious. How vast and varied 
an opportunity for creations of the chisel was offered by the Gothic 
churches, must be evident at a moment’s reflection. Those elaborate 
facades had to be populated, as it were, with statues—(the facade of 
Wells cathedral contained no less than six hundred) ; the mausoleums 
of kings, princes, and pontiffs within-the church, had to be adorned 
with figures and carven work; prophets, patriarchs, and saints had 
to be represented in stone as an aid to instruction and a stimulus to 
devotion! the fair faces of angels had to be chiselled upon scores of 
columns; and sometimes the medieval sculptor thought his work not 
done until he had wrought in this corner or that the heads of hideous 
demons, by the sight of which, perchance, the evil-doer might be 
terrified and repent of his misdemeanors. 

The kindred arts of the engraver and the decorator developed under 
the same impulse of religion. Workers in gems, mosaic, stained glass, 
gold, silver, and ivory flourished in hundreds throughout Europe in 
this epoch, and a keen rivalry in artistic excellence arose both among 
individual craftsmen, and among the various guilds in which they 
were enrolled. We have space for only a mere mention of two or 
three notable specimens of this class of workmanship. In one of the 

early medieval churches there was placed over every altar a picture 
' set in precious stones, and in the same edifice the story of Christ’s 
sufferings was told in figures of gypsum inlaid with gold. The 
church of St. Denis in Paris possessed a golden crucifix so marvel- 
lously wrought that it required seven artists working steadily for two 
years to complete it. The art of stained glass, such as we know it 
to-day, was practically a creation of this medieval period, and the 
development to which it was carried, especially in Italy during the 
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fourteenth and fifteenth centuries, contains inspiration and instruction 
to the modern worker in this branch of decoration. 

We have already referred to painting and there is scarcely need of 
further words to show how striking has been the power of Catholicity 
to lift this art to the loftiest ideals of beauty. As we stand before 
Raphael’s Madonnas or his “Transfiguration,” before da Vinci’s 
“Last Supper,” Guido Reni’s “Eece Homo,” or Michael Angelo’s 
“Last Judgment,” we feel that only religion could have inspired in- 
comparable works like these, and that only men whose faith made 
them familiar with thoughts of sublime greatness and with forms of 
surpassing loveliness, could have produced them. 

Music from the early days of the Christian Church has given its 
matchless aid to public worship. As the primitive singing of hymns 
grew into the stately service of Mass, Vespers, and the offices of Holy 
Week, and of the dead, a definite type of Catholic Church music was 
evolved which still remains unsurpassed for simple dignity and sin- 
cere expression of religious feeling. This official chant of the church 
sounds to many monotonous and mediocre; but to judge it correctly 
we must remember that the prime purpose of the men who invented 
and cultivated it, was to give expression to worship, nothing else. 
They abhorred the ornate luxuriousness of secular music, and if they 
be judged by the standards of this latter kind of composition, they 
must indeed be considered. flat and commonplace. But if the reli- 
gious chant be studied from the proper point of view, of its power 
to interpret the higher moods of the souls, and to induce the spirit of 
devotion, not many will deny that it is a great creation of art, and 
worthy of the historic church from which it arose. The solemn sor- 
row of the Miserere, the indescribable appeal of the Dies Irae, the 
tender plaintiveness of the Stabat Mater, the sincere swell of the 
Kyrie Eleison, and the affectionate fondness of the Agnus Det, can- 
not be surpassed, we are confident, in the directness and truth with 
which they utter the deepest sentiments of the heart. Gluck and 
Mozart thought it not beneath them to learn this noble old plainsong, 
and they both sought instruction in it from a Franciscan monk. To 
conclude this brief paragraph on music, it may be well to recall that 
it is to a Benedictine monk of the eleventh century named Guido of 
Arezzo, that we owe the names of the notes in our musical scale. 

In all that we have said, it is evident that the Church not only 
restored art—some arts indeed she really created—but gave to it a 
high spiritual purpose, and the holiest possible ideals. She con- 
secrated art, as it were, by aiming to make it minister to worship and 
prayer. And to this day she tries to employ the various manifesta- 
tions ofthe Beautiful, to lead men from the Beautiful to the Good 
and the True. This is the meaning of the stately processions, the 
decorated altars, the painted walls, and those dignified ceremonies 
which are a very lesson in courtesy; all go together to constitute a 
solemn appeal to man’s sense of fitness and Beauty, and through that 
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to his inmost spiritual nature. How deeply this appeal may pene- 
trate a discerning and cultivated mind, we may learn from Lord 
Byron’s celebrated verses on St. Peter’s in Rome: 


But thou of temples old, or altars new, 

Standest alone—with nothing like to thee— 

Worthiest of God, the holy and the true. 

Since Zion’s desolation, when that He 

Forsook His former city what could be 

Of earthly structures in His honor piled, 

Of a sublimer aspect? Majesty, 

Power, Glory, Strength, and Beauty all are aisled 
In this eternal ark of worship undefiled. 


Enter: its grandeur overwhelms thee not; 
And why? It is not lessened; but thy mind, 
Expanded by the genius of the spots 
Has grown colossal, and can only find 
A fit abode wherein appear enshrined 
Thy hopes of immortality; and thou 

/ Shalt one day if found worthy, so defined 
See thy God face to face, as thou dost now 

His Holy of Holies, nor be blasted by His brow. 


Thou movest—but increasing with the advance, 
Like climbing some great Alp which still doth rise, 
Deceived by its gigantic elegance; 
Vastness which grows, but grows to harmonize, 
All musical in its immensities; 
Rich marbles, richer painting, shrines where flame 
The lamps of gold, and haughty dome which vies 
In air with Earth’s chief structures, though their frame 
Sits on the firm-set ground, and this the clouds must claim. 
Our outward sense 
Is but of gradual grasp—and as it is 
That which we have of feeling most intense 
Outstrips our faint expression; even so this 
Outshining and o’erwhelming edifice 
Fools our fond gaze, and greatest of the great 
Defies at first our Nature’s littleness 
Till growing with its growth, we thus dilate 
Our spirits to the size of that they contemplate. 


These few paragraphs have given but a bare and meagre sketch of 
a subject which covers the entire range of Christian history. I trust 
that some who read them will look further into the influence of 
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Catholicity on civilization, learning, science, and the arts. It would 
‘be hard to find a topic more worthy of the attention of serious minds, 
or one that will more richly repay the time employed in studying it. 


THE MEANING OF THE ARTS AND CRAFTS MOVEMENT. 
By Freperic ALLEN WHITING, SECRETARY AND TREASURER SOCIETY OF 
ARTS AND CraFrts, Boston. 


have come down from the cabinet-makers of colonial New 

England, or the objects of medizval craftsmanship which are 

so carefully treasured, are interesting not only for their beauty 
or for their historical significance but also as examples of an almost 
vanished system of production. 

The development of the modern systems of production has led us 
a long way from the simple conditions under which the workmen of 
the middle ages in Europe, or of the early colonial days in New Eng- 
land, did their work. The fact that the farther we have gone from 
the old methods the farther has our result strayed from the best 
standards of beauty, seems to indicate that herein lies a truth worth 
searching out and applying. Let us see just how conditions have 
altered and what the changes mean to the young people of the present 
generation. 

The most imposing monuments of man’s skill with tools are those 
great medieval churches and halls which were built in England and 
on the continent during the time when men who worked with their 
hands still sought through their craft to express the religious feelings 
and the craving for beauty which were still a glory and a source of 
humble pride. The stone carver who cut the pillars of Melrose or 
of Rosslyn or of York, wrought to the glory of God, consciously feel- 
ing that if his work was good it was because it was sanctified by its 
end. He was recognized as one interested in the success of the whole 
undertaking and ‘could therefore be accorded a freedom impossible 
to-day, when the average journeyman has little thought of his work 
as a means of expression, considering it too often only as a means of 
livelihood. 

The causes which have brought about this change of feeling are 
numerous and can only be touched upon. In the first place the men 
who built the cathedrals. were living in a state of practical isolation 
which it is hard for us to realize to-day. Each town, each village 
almost, had to be as far as possible an economic unit, containing 
within its borders craftsmen capable of supplying the needs of the 
community. Means of communication were so rare, except in the 
seaport towns, that furniture, vessels of silver, copper, and brass, 


RY people realize that the beautiful pieces of furniture which 
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woven cloths, clothing, shoes, etc., were of necessity produced in each 
community, while the commercial system was still so simple that much 
of the trading was still done by barter or exchange. 

These very limitations brought with them the personal relationship 
which safeguards the standard of workmanship. The man who makes 
things for his neighbors to use, has a reputation for integrity which 
he may lose if his work is not so good as they have reason to expect. 
The man who works in a factory turning out uninteresting fragments 
of an unknown whole for an unknown possible customer across a 
continent, feels no moral pressure beyond that contained in the fore- 
man’s refusal to pass work below a certain grade. By this contrast 
have we come to see that in gaining much which is good and which is 
inevitably ours, we have, perhaps needlessly, sacrificed much of the 
old which a wiser second thought is teaching us at this late day to 
recover where recovery is possible. 

In England the craft traditions had sadly languished during the 
mid-years of the last century, and many beautiful country mansions 
were desecrated by the hands of unintelligent decorators. Thomas 
Carlyle gave the first note of warning, declaring that the cause for the 
loss of culture was the loss of respect for honest work. He tried 
to make his readers believe that the only truly satisfactory and happy 
life was one full of useful and ennobling labor. Ruskin took up 
Carlyle’s cry and carried the idea much farther. He claimed that 
art can only be produced by artists; that artists must be workmen and 
_ workmen artists; and that conditions making this possible must be 
secured before it was reasonable to expect art to become once more a 
vital element in our daily life. Ruskin went far to show how much 
the rare beauty of the great architectural monuments was due to the 
freedom of expression granted the individual craftsman who worked 
upon them, since with this opportunity of expression went tnat keen 
feeling of responsibility, not only for their own work but for the 
whole undertaking, which is so sadly lacking in the worker of to- 
. day. 

William Morris took up Ruskin’s ery, declaring that the only endur- 
ing art was “an art made by the people and for the people as a happi- 
ness to maker and user.” His inability to secure for his own home the 
quality of work he required led to the establishment of the firm of 
Morris & Company, in which were associated with him Rossetti, 
Burne-Jones, Ford Maddox Brown, and others. The untiring energy 
of Morris resulted in the firm’s offering its patrons, in a surprisingly 
short time, objects of interesting design, splendid color, and sound 
workmanship in a rapidly growing list of crafts, and in a financial 
success which encouraged many others to undertake handicraft work. 
The whole standard of English taste was very decidedly affected; and 
perhaps as much through the constant talking and writing of Morris 
as through the opportunity he afforded for securing beautiful house 
furnishings, the English houses began once more to assume an ait 
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of homely charm and again to represent the character of those who 
lived in them. Morris said “have nothing in your houses which you do 
not know to be useful or believe to be beautiful.” The more that wein 
America can apply this saying the sooner will our homes be—as in the 
colonial days—sincerely expressive of their occupants rather than of 
obsolete and half-understood styles of another century and another 
people. 

This unintelligent following of the professional decorator’s taste 
has led astray many an ambitious owner of newly acquired riches. 
It must be done away with if the crafts are to be revived and our 
homes are to represent our national life. This is easily accomplished 
if we will but take the pains to buy wisely, putting to the test of our 
most acute intelligence each object taken into our homes, and buy- 
ing because we are convinced it is permanently good rather than be- 
cause it is the prevalent fashion. The best work is always good and 
_ always looks well beside other work equally good, regardless of vary- 
ing style or period. 

It is for this, then, that the Arts and Crafts Societies are striving 
in our country—to urge people to think before buying and to take 
the pains to buy the things best suited to the individual need. Inex- 
pensive furniture, for instance, made by piece-work under the factory 
system is cheap only in its first cost. It becomes an abomination 
as its “cheap” finish wears away, and it must soon be replaced. So 
many inexpensive chairs are needed to serve through the lifetime of 
one that is thoroughly well made, that in the end the good chair 
is the least expensive. It has in addition the saving grace of indi- 
vidual character which makes it, if good in the first place, always 
beautiful. ; 

There is so much said by those not conversant with the true mean- 
ing of the movement as to its being opposed to machinery, that it 
seems advisable to state definitely that the protest against the ma- 
chine is only in so far as it encroaches upon the field of art, thus 
depriving the craftsman of his right to individual expression and 
turning him into a “hand,” entirely dependent upon the owner of the 
machine for the opportunity to earn his livelihood. It is recognized 
by all intelligent people that under existing conditions the greater 
part of the articles of daily use must be made by machinery, which 
extends man’s capacities and enables a few to accomplish with com- 
parative ease undertakings which in olden times would have meant 
unending drudgery to many. The machine, properly used under 
the control of an intelligent man, is a blessing to humanity and sup- 
plies comforts to innumerable people: the machine when wrongly 
used to exploit untrained human labor, enslaves men and women and 
deadens the small spark of intelligence with which they started. 
‘ Let the machine production be kept strictly to the utilities without 
pretence to art and its use is manifest. It seems almost unnecessary 
to state that it is an unsound proposition which claims that art (which 
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must be the expression of an intelligent individual) can be produced 
by machinery. 

Where fifteen years ago the art schools were training only painters 
and sculptors, to-day they are more and more training designers, 
most of whom are preparing to enter the great, almost unlimited field 
offered by the reviving demand for handicraft productions of good 
design and workmanship. There is to-day no opportunity so alluring 
to the young man or young woman who has artistic cravings and who 
is willing to do hard, serious work; and success is assured to those 
who have natural ability and the persistence to acquire a thorough 
training in the theory and practice of design and of the technique 
of the chosen craft. 

The great Exposition at St. Louis gave to many people their first 
understanding of what individual workers in the various crafts were 
doing. For the first time in an American Exposition the applied arts 
were admitted in the Department of Art,—over one thousand objects 
being shown from craftsmen living in every section of the country. 
There are now Societies with permanent exhibitions and salesrooms 
in Boston, New York, Philadelphia, Baltimore, Detroit, and other 
cities where young people who are interested can learn what kind of 
‘work is being done. 

The Arts and Crafts Exhibition of 1907 was a most important one, 
with about 1800 pieces of modern craftsmanship and over 600 rare 
objects in the Loan Collection. This Exhibition went far to show the 
firm basis upon which the Arts and Crafts movement now stands and 
proved a tremendous stimulus to the craftsmen throughout the country. 

In connection with the Exhibition a Conference was held at which 
interesting discussions of the various questions relating to the Arts 
and Crafts movement took place, and the National League of Handi- 
craft Societies was organized, with headquarters for the present in Bos- 
ton. The League offered a needed means of bringing into closer touch 
the widely scattered societies and awakened a spirit of co-operation 
which greatly strengthened their work. It made possible a unification 
of the handicraft movement throughout the country and gave the edu. 
cational work of the smaller Societies particularly a common purpose 
which had been lacking. The whole propaganda has thus been made 
so effective that there can be’ no longer any doubt as to the success 
and permanence of the movement to restore to their lost position of 
dignity those handicrafts which Morris spoke of as the Architectural] 
Arts. 


THE OBJECT OF ART STUDY. 


By Hatusey C. Ives, Director or THE Museum anp ScHoon or Fine 
Arts, St. Louis, ETc. 


a luxury. This was recognized by both the Greeks and the peo- 

ple of the Renaissance, as can readily be seen from the many 

beautiful objects which they have left to us; and, moreover, 
this knowledge of art was not confined to the wealthy, to the highly 
educated, but was shared equally by those of the middle class, even by 
the humblest workman who spent his life producing the common 
utensils of every-day life. 

It would be hard to find any subject, no matter how it be regarded, 
which opens the way so certainly to so many healthy pleasures and 
solid benefits as this subject—art. This applies alike to all condi- 
tions of people. There is a closer relationship between the esthetic 
and practical than we who are struggling with the dry business of 
every-day life realize, or if we realize, care to admit. 

Much that we have to contend with whenever art is discussed as a 
possible factor in education arises from the mistaken idea enter- 
tained by the public in regard to its practical, value. Art above every- 
thing else in the world should be democratic, and instruction in 

- schools should be based upon the idea that its object is' not alone to 
increase the number of artists, 7. e., producers of pictures and statues, 
but also to create a class of skilled workmen who shall have the 
power to put artistic feeling into the commonplace objects they may 
be engaged in producing. 

It is only within the last twenty years that intelligent people in 
America have awakened to a consciousness of the great field of activity 
which is open to art, a field which it is the legitimate province of art 
to enrich and make almost limitless. Those who recognize the com- 
mercial value of art in the industries and manufactures have been 
first to appreciate this. 

The commonly accepted idea of art instruction is that the begin- 
ning and end of a thorough course lie in drawing, modelling, and 
painting alone, and it is true that these studies form the basis of all 
successful art work. The student must become a thorough draughts- 
man. To this should be added a knowledge of form, best acquired 
by the study of modelling. The color sense also should be developed 
by the study of painting, first by studies of still life, then of the more 
complex forms found in the human head and figure. The methods 
used in representing form in color should not be confined to one me- 
dium—water color, oil, pastel, chalk, ete., etc. The foundation well 
established, the range and character of work that may be built upon 
it is exceedingly varied. It is not unusual for students to spend fou 
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or five years in these preliminary studies and then leave their school 
without a knowledge of the methods of applying their skill in the 
production of works other than the representation in black and white 
or color, of the human form, a landscape, or a well-modelled bust from 
life. It has been a general feeling among young artists and students 
that any method of expression other than these is a lowering of their 
art. This feeling is also shared by many art lovers who have con- 
fined their studies to a narrow field of observation. Art is universal 
in character; it is limited to no material or product. The commonly 
accepted division of art into fine art and industrial art is a false one. 
Art should always be recognized as one. It is unjust and misleading 
to separate or make a difference between artists, except by the measure 
of inspiration shown in their work; whether it be on canvas, in marble, 
plaster, wood, metal, glass, porcelain, or textile. All who serve art 
technically, should, if they work with an equal degree of conviction, 
be included in one and the same family. 


HOW TO TELL A GOOD PICTURE. 


By Cuarues H. Carrin, AutHor or “American Masters or ScuLpPs 
TURE,” “AMERICAN Masters or Paintine,” “How to Stupy Pic- 
TURES,” ETO. 


language and his conception. If the poem is in French, we 
cannot fully enter into it without a knowledge of the French 
language. To appreciate a picture we need equally to ac- 
quaint ourselves with the painter’s language, or medium of expression, 
and also to try to place ourselves at his point of view, in order to 
realize his conception. 
Before enlarging upon both of these, let us note two wrong ways 
of looking at a picture. Watch many of the visitors to Sargent’s 
Hall in the Boston Public Library. They glance at the paintings; 
then espy the printed description; pick it up and work their way 
through the maze of more or less unfamiliar names and myths, lifting 
their heads occasionally to identify the details. It is a long descrip- 
“tion and hard reading. The end reached they ejaculate, “How in- 
teresting!” and pass on their way. Or, again, watch the people in a 
picture gallery. How many move round, catalogue in hand, intent 
particularly on learning the painter’s name and the subject of his © 
picture and on verifying the subject in the details. If without con- 
sulting the catalogue they can correctly attribute a picture to a 
painter, they are jubilant. Such progress have they made in their 
art education! 


An -appreciate the beauty of a poem we must study the poet’s 


Copyright by Curtis & Cameron. By permission, 
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The Sargent example illustrates the tendency to interpret pictures 
entirely in a literary way; the other, that method of studying by 
labelling, sorting, and arranging in separate pigeon-holes of the brain 
for identification. The latter ignores the esthetic qualities of a 
picture, the former misinterprets them. 

Both errors arise from our system of school education, which is 
devoted to the development of the intellect, with little attention to 
the moral, scarcely any to the sense side of our natures. Yet the 
senses are always with us and in constant communication with the 
brain, though in an untrained, haphazard, and often quite uncon- 
scious manner. In a limited degree the child’s sense of sight is 
trained, as, for example, to distinguish between straight and crooked 
lines, but not to appreciate the subtle inflections of a line, as every 
Japanese child learns to do; so, as we grow older, these inflections 
have no meaning for us, make no impression upon us, apart from 
the object which they help to depict. The drawing of the human 
form is nothing more to us than a representation of some man or 
woman, whereas to the artist it is primarily an expression of beauty, 
as perceptible as the ripple of melody in music. In the same way the 
child obtains a rudimentary knowledge of form, but little or no 
zesthetic perception of it: still less of composition, of the effects pro- 
duced upon the senses by repetition or by contrast. It learns to name 
this the oak and that the birch, but not to study the sturdy bulk of 
the one and the delicate sprinkle of the other, the massive trunk and 
muscular arms, and the tapering stem and pendent branches. So, too, 
with color; the child is taught to give names to painted discs, but not 
to appreciate the harmonies of color, still less to note the effects on 
nature’s colors according as they are played upon by light or shadow. 

It is names; names, always names. We are taught to classify, name 
and identify, not to feel. The education being confined to mental 
conceptions and to the words embodying them, it is not strange that 
with most people the interest in a picture is solely a “literary” one, 
addressed to the subject and not to the painter’s language (of which 
we shall speak presently), through which it is expressed. And yet it 
is just this expression which is the main virtue in a good picture, 
making it a separate work of art as distinguished from a prose or 
poetical treatment of the same subject by a writer. 

The fault is often with the painter. A great many pictures con- 
vey nothing more to us than a story, the incidents of which could be 
more fully and forcibly related in words. Such pictures are not 
“good”: they do not rise to the possibilities of art. Or, some painters 
try to tell the story precisely as the writer would: “This is Juliet and 
that the potion; observe also the accuracy of the costume and of all 
the details.” But there, perforce, they stop; the fixing of the mo- 
ment is fatal to the effect. The poet can give us the approaching 
dread, the supreme moment, and the following horror; the scene lives 
and moves in our imagination. But the painter—he chooses his 
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moment and must abide by it; and lest we should mistake the maiden 
for some other heroine of romance, he has to write “Juliet” beneath 
his picture, or we should not understand it. He has chosen a sub- 
ject which literature can better treat, and he has been forced to bolster 
it up with literary suggestion, and even so it is unsatisfying. Why? 
Because he has not relied upon his own painter’s language, or chosen 
a subject which that language can express more adequately than 
words. The words of his language are: line, form, composition, 
color, tone, light and shade, and atmosphere, in infinite variation and 
union. The esthetic effect of these, their impression, that is, upon 
our sense, is not translatable into words. 

When you listen to music, do you try to interpret it into words? 
You allow it to appeal directly to your sense; blended, if you are a 
musician, with an intellectual appreciation of the science displayed, 
but never confused with words. Music has its own separate language. 
So, too, has painting; and, for that matter, sculpture and architecture 
also, but for the present we are speaking of pictures. We shall find 
a picture to be “good” in proportion to the extent with which the 
painter has relied upon this separate language. 

There is composition. The indifferent painter tries to represent all 
the facts; the good one eliminates some, retaining the essentials and 
grouping them to produce a unified instead of a scattered whole. 
This whole will convey to your sense an impression of sublimity, 
tranquillity, awe, tenderness, or what not, according to the artist’s 
motive, and all the methods employed will be contributory. Study 
the composition in detail: sometimes its beauty depends upon paral- 
lelism of line or repetition of direction, as in Tintoretto’s Mercury 
with the Graces; sometimes upon contrasted lines, as with Vedder’s 
Anarchy in the Library of Congress. Then, too, there will be 
esthetic meaning in the inflections of the lines themselves. Regard 
the color not as tinting, designed to relieve the monotony of the 
canvas, but as a medium of emotional expression, chosen to convey 
the painter’s mood; the different hues related to one another so as to 
produce a harmony, which appeals to us as a whole and not in spots. 
The painters call this color-relation “tone.” Another word they use 
is “values,” to express the way in which color is modified by the 
action of light and shadow or by the greater or less amount of at- 
mosphere which intervenes between the object and the spectator. 
Thus blue satin appears almost white where the light shines strong- 
est, and approximates to black in the deepest shadows. The grass is 
green, but becomes gradually grayer as it recedes from the eye. 
Both hands of a figure are the same color only so long as they are 
represented in the same plane; if one is placed further back in the 
picture, not only is the arm foreshortened (a matter of correct draw- 
ing), but its flesh-tints are modified. There is a difference in “value.” 

These are the scientific effects of light, shadow, and atmosphere; but 
the artist does more with them. He arranges his lights and shadowg 
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so that, independently of the color, they shall themselves combine into 
a harmonious whole. You will find a focal point of light and another 
one of shadow, and many gradations of both between. And note the 
highest light is not a glare which blinds you, or the deepest shadow 
a blot which obstructs the eye: both are penetrable. Then, too, the 
atmosphere is made contributory to emotional expression: silvery, 
for example, in Corot’s landscapes, warm and lambent in a Daubigny, 
laden with wind and moisture in one of Winslow Homer’s marines. 

Another quality intimately associated with the action of light is 
“texture.” On a table is a covering of yellow velvet, a porcelain vase 
of the same color, and a lemon. The action of the light upon each 
of these surfaces will produce a different texture. And there is more 
than that involved in texture. With our eyes shut we could distin- 
guish between these objects by handling them. If the painter 
through the sense of sight can stimulate into fancied activity the 
sense of touch, he ministers to our satisfaction. To this also is 
attributable the pleasure we derive from the modelling of the ob- 
jects. They are not like pieces of paper pasted one upon another; 
they have bulk and substance, and in imagination we cannot only 
pass our hands over the face of them, but even round behind them. 

These, briefly, are the words-at the disposal of the painter, which, 
in a greater or less degree, according to his ability, he combines to 
convey his meaning; and this meaning, representing the particular 
point of view from which he has studied his subject, call it his con- 
ception or the sentiment of his picture or what you will, is another 
test of a “good” picture. It may be sublime, as in Titian’s Asswmp- 
tion; tender, as in one of Troyon’s landscapes; magnificently subtle, 
as in a Rembrandt portrait; or elegantly sensuous in a still life by 
Vollon: whatever it be, it is the reflex: of the artist’s personality. Be 
sure to look for it, since it represents the best he has to give, beside 
which all the other qualities are primarily a means to an end. 

This point of view is the subjective side of his art, declaring how 
the subject affects himself; necessarily, it is united with the objective 
point of view. For example, in a portrait the painter has to produce 
a good likeness (the objective fact), but he should also represent the 
sitter’s character as it shows itself to him. Herein is the subjective 
capacity, and the good portrait-painters are those whose suspectibili- 
ties are so alert that they can catch the composite ingredients of a 
sitter’s personality,—that is the “analytical” faculty,—and whose com- 
prehension is so complete that they can express it as in a formula,— 
which is the “synthetic” faculty. So, too, in landscapes and marines, 
there is something better than the accurate record of what any one 
of us can see for himself. If the artist, in his capacity of creator, 
which every artist in some degree should be, can open new windows 
for us, through which we may see unexpected beauty in the simple 
moods of nature, we rank his picture “good.” _ 

Briefly, then, we test the goodness of a picture partly by the con- 


58 THE FINE ARTS, MUSIC, AND THE DRAMA 


ception which it embodies, the revelation, in fact, of the artist’s point 
of view, and partly by the skill with which he has employed the lan- 
guage of his craft—the drawing, composition, color, light and shade, 
tone, values, and atmosphere. If any one picture included all these 
in the fullest degree, it would be the perfect picture, a consumma- 
tion impossible to imperfect humanity. Therefore, in judging 
whether a picture is good, do not insist upon the loftiest conceptions, 
er expect to find all the elements of expression uniformly good. 
Rather, judge each picture on its own merits. What did the painter 
set out to do and how far has he accomplished it? In this way you will 
discover that there are infinite varieties of “good,” and that it is better 
to try and enjoy them all than to limit your appreciation by expect- 
ing tee much. On the other hand, a familiarity with these tests of a 
good picture will enable you to reject what is obviously trashy. 

So far we have been talking of paintings, which few of us can 
afford to possess; but, through the union of seience and art in modern 
- photography, good reproductions are within the reach of even moderate 
pocketbooks. A good reproduction is much more than a memoran- 
dum, furnishing the means of identifying a picture. It is itself 
a work of art, reproducing almost all the charms of the original except 
its colors; and the latter it suggests. The subtlest thoughts of great 
writers are often conveyed, not directly, but by suggestion; and 
“black and white,” or sepia and white, though merely arbitrary 
mediums, just as words are, can move the imagination to supply the 
color. We do not miss the color in one of Whistler’s Venetian etch- 
ings. On the other hand, there are bad reproductions as well as good. 
How shall we distinguish between them? 

We are apt to think that photography is absolutely truthful; while, 
as a matter of fact, the bare, mechanical, scientific process, unmodi- 
fied by artistic intervention, consistently lies. Blond hair, for ex- 
ample, in a dull light will be rendered as if dark brown, and in a 
strong light will result in silvered locks. In the old, merely mechani- 
eal photograph of a picture there will often be a complete disturbance 
of the artist’s purpose. Let us imagine a portrait of a lady in a pale 
yellow dress, trimmed with cream-colored lace, seated against a back- 
ground of blue silk. The whole picture is light, but the figure is 
intended te count as lighter than the background; and there is a 
very delicate difference between the hues of the dress, lace, and flesh, 
and much subtlety in the values as the light and shade caress the 
various textures. The bad reproduction will show a darker figure 
against a nearly white background, and an indiscriminate blur instead 
of the refined details and delicate scheme of values. 

But in 2 good reproduction art intervenes, in the actual operation of 
photographing, as well as in the subsequent stages of developing and 
printing, so that the artist’s intention is reproduced. 

And it is precisely as works of art that good reproductions may be 
fairly rated; a contribution to art very characteristic of the age. The 
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great paintings are locked in private collections or only to be seen 
on occasional visits to museums; but through these artistic prints 
they may become a part of our intimate belongings. 


N. B. This writer and Mr. Ruskin do not quite agree (see p. 36). But the reader must re- 
peer ae Mr. Ruskin had left us before photography had reached its high pitch of excel- 
ence of to-day. 


THE LANGUAGE OF PAINTING. 


By Joun C. Van Dyke, AutHor or “Stupies in Picturss,” “Art For 
Art’s Sake,” “THe MEANING oF PICTURES,” ETC. 


HAT is the object of any language unless it be to express 
an idea, a thought, a fancy, a conception of the mind, or 
\ \ an emotion of the heart? If it convey no meaning it is 
entitled to no serious consideration. There may be some 
charm about a manner of talking, and there is beauty in the manner 
of painting, but the higher aim of any language is not to exhibit it- 
self for its own sake, but to express the ideas and meanings of men. 
We are here in the gallery examining the technical part of art; we 
are admiring this light and that color, marking the grouping here, 
the textures there, studying a piece of drawing, and wondering over 
a bit of perspective; and we are rightly admiring these technical fea- 
tures as beautiful in themselves, but what is it that we shall take 
away from the galleries -with us? An impression, surely, but will 
it be one of well-drawn hands, finely-painted clothes, and good color; 
one of rug texture, jewel brilliancy, and foliage lightness? No; we 
shall forget about these features. They are not sufficient in them- 
selves to impress us very deeply. There is a stronger element in the 
picture, if it be a masterpiece of its kind; and that is the artist’s 
conception, thought, or feeling. We shall carry away the impression 
- of his idea, imagination, or creation; we shall feel the power of his 
individuality. 
How many stanzas of Longfellow’s poem of “The Bridge” can you 
remember? You do not recollect the words, but you have a distinct 
remembrance of the poem. Well, what is the impression of it left 
upon your mind? Is it not one of profound melancholy at the ebb 
and flow of life, the come and go, the disappointment, the unfulfilled 
hope, the final resignation? And what do we now remember of Har- 
vey Birch, the Spy of Washington? What do we know about his 
dress, lineage, look, talk? We can hardly remember a sentence that 
he spoke, and we know little or nothing of the dramatic situations in 
which Cooper placed him. In fact, the artistic efforts used to create 
the Spy have all been forgotten, but not so the impression of the 
character. The creation of the novelist still lives in our minds in 
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shadowy form, and in it we see a hero who suffered ignominy in 
obedience to orders. 

You have no doubt seen Millet’s picture of “The Sower,” yet can 
you tell me accurately its color, drawing, light, atmosphere, textures ? 
Do you know the position of the right leg; can you say how,many 
oxen there are on the neighboring hill? I doubt if you can, but you 
remember the picture; you can never forget it. And what is your 
remembrance? It is that of a shadowy figure at dusk, moving across 
the fields, with rhythmic motion scattering the grain. He looks gi- 
gantic in proportions, a man of sinews, heart, and brain; a man who 
tills the fields, as God decreed all men should; a man who in a hum- 
ble sphere is no less a hero than he who sweeps over the same field 
at the head of cavalry. This is Millet’s conception, that is what he 
is striving to tell you with his colors and shadows, that is what you 
feel and the impression that you receive. The same thought is ap- 
parent in this half-finished picture of “The Spaders.” In a short time 
you will forget all about the half-finish and the charcoal lines, and 
will retain only the look of those solemn faces and the splendid mo- 
tion of the figures, just as they who visit the Sistine Chapel at Rome 
carry away only the impression of the sad-browed Sibyls, the mighty 
Prophets, of Michael Angelo. 

We shall not go far astray then in saying that the stronger part 
of art is not its language, but the ideas which that language ex- 
presses; that it is not so much the technique, brush work, or handling 
for their own sake, as for the conceptions they can present to us. Let 
us say at once, then, that what is said is of more importance than 
the manner of saying; that the chief aim of art is to express ideas, 
feelings, impressions, or beliefs of the artist; and that the language | 
of art, the drawing, modeling, coloring, and all, are but parts of speech 
which enable the artist to frame a sentence and convey a thought. 

Discard the idea, which you may have received from friends, who 
are artists perhaps, that the only aim of art is the expression of tech- 
nical skill. It could be as well maintained that the object of poetry 
is to display rhythmical words and sentences after the Swinburnian 
manner, and that poetic ideas are of no consequence. Skill of hand 
is important—aye, absolutely necessary; but it is the means of say- 
ing, not the end or that which is said. I will not say, for the sake of 

-making a point in the argument, that these art-means are not inter- 
esting in themselves, nor that Tennysonian and Swinburnian verse 
is not agreeable, even though it may contain no meaning. To the 
initiated the manner in which Goya and Velasquez paint a dress, the 
power with which Rembrandt focusses light, the dash and brilliancy 
of Fortuny, the strength of Courbet, are almost as pleasing as the 
great ideas of Michael Angelo and the poetic sentiment of Millet. 
The skill of the craftsman is admirable, especially to brother-crafts- 
men; but the work of the hand and the conception of the mind must 
not bear a false relationship to one another. The thought is greater 
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than the means of expression, but there is beauty in both. Despise 
neither, but place the former above the latter. 

You may be possessed of the idea that the object of a painting is 
to see how closely the artist can imitate nature—many people have 
such an idea. I beg of you to discard that likewise. Imitation never 
made anything worth looking at the second time. The world is in- 
debted to it for nothing. The imitators have all died, like “Poor 
Poll,” without leaving a trace of anything we appreciate or care for. 
Their labor has been too ignoble and purely mechanical to endure. 
The painter detailing nature upon canvas line upon line, with no 
hope, object, or ambition but that of rendering nature as she is, is 
but unsuccessfully rivalling the photograph camera. The sculptor 
working in a similar fashion is but emulating the hideousness of the 
wax figure. No; the object of painting is not to deceive, and make 
one think he stands in the presence of real life. Art is not the de- 
lineating of peanuts and postage-stamps in such a realistic manner 
that you stretch out your hand to pick them up; not the moulding of 
bronze and marble so that you start with surprise when you find 
they are not living. True, painting and sculpture are classed among 
the imitative arts, and so is poetry; but consider how far removed 
from reality is poetic language, and consider how wide the gulf 
between nature and the greatest masterpieces of painting. The idea 
of imitation is a false conception of art throughout. Painting is a 
language, and trees, sky, air, water, men, cities, streets, buildings, 
are but the symbols of ideas which play their part in the concep- 
tion. 

But you may think that though literal imitation is despicable 
enough, yet a truth to nature is absolutely necessary, and the measure 
of this truth attained makes a great artist or an inferior one. You 
may agree with Mr. Ruskin that this truth to nature is the aim of 
art. Again I beg of you to discard the idea. Truth is not the aim 
of any of the arts. Their object is to please, not to instruct. If we 
wish to be taught we shall go to science, which has the one object of 
finding out the truth. Painting should please us with esthetic ideas, 
received through the sense of sight, precisely as poetry should please 
us with esthetic ideas received through the sense of hearing; and the 
value of each depends very much on the quality and quantity of 
pleasure given. If truth alone were the object of either of these arts 
it would appear as though Meissonier were greater than Raphael or 
Michael Angelo, and Pope greater than Shakespeare or Milton. Mind 
you, I am not quarrelling with the painter’s or poet’s veracity. Truth 
is absolutely necessary in painting, just as necessary as color, oil, and 
paint-brushes; but I would have you discriminate between an acces- 
sory and a principle. Truth is quite indispensable in a picture, but, 
remember, it is the means whereby the language of art is made easily 
recognizable, and not the end in itself. 

But you say: “Of course the plain brutal truth of nature is not 
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the aim of art; it is too realistic. The painter“must strive after the 
ideal; nature must be idealized, heightened, glorified.” Now, do you 
know exactly what you mean by the ideal?’ Have you ever heard a 
satisfactory or comprehensible explanation of it? Do you know any 
one who understands what it means? People talk knowingly of the 
ideal, of Phidias and Raphael, of Kant and Hegel, but when we come 
to sift down their meaning to a practical application in modern paint- 
ing they mean a fair head or figure imitated from the artist’s recol- 
lections of Greek sculpture; of a figure, city, or landscape formed in 
the artist’s mind by the union of many fancies. Such work is quite 
worthless, except for decorative purposes, and as serious art has no 
good reason for existence. 

There are others who think they recognize the ideal in another way. 
When Daubigny, for instance, paints a landscape with a certain hazi- 
ness of atmosphere and line they call him an idealist, and when 
Bastien-Lepage paints the same landscape without the haziness they 
call him a realist. The true idealism of modern times presupposes 
the existence of a universal perfection in nature and life, toward which . 
mankind aspires, and the painter who comes the nearest to the sup- 
posed universal perfection is accounted the greatest artist. Whether 
this has an existence in fact, as in theory, I have now neither the time 
nor the inclination to inquire. I-quarrelled once with what I con- 
ceived to be the false interpretation of the word “ideal” in modern 
art, but with little result. People will continue to write and talk in 
a vague way about ideals, and fancy they see and feel them. Per- 
haps they do; but, as this is a practical talk, I wish to advise you 
to quietly lay the ideal on the shelf for the first ten years of your 
picture-viewing experience. At the end of that time you may be 
able to decide about it for yourself, and you may find that you are 
capable of enjoying pictures without a blessed thought of ideals of 
any kind. Do not bother about it under that name, at any rate, but 
in its place look for the artist’s meaning in his picture, strive to find 
out what he is saying to you; put yourself in his place, and try to see 
as he sees. In other words, look not for the artist’s ideal, but for his 
idea. The latter you may with practice readily discover; the former 
you may never recognize, for the ideal is more in the metaphysician’s 

head than in the head of the modern artist. 

‘You have heard somewhat of the necessity for the beautiful in art, 
and are perhaps now wondering what part it plays in painting and just 
where it comes in. I will try to explain in a few words my own idea 
of it, avoiding metaphysics as much as possible. Beauty may be an 
attribute of things tangible or intangible; that is, in practical illus- 
tration it may attach itself to the form and features of a head, and 
it may also be an attribute of a thought emanating from that head. 
One set of metaphysicians will tell you that it exists in the features 
per se, and that beauty is objective; another set is equally certain that 
it is only in the thought, and that beauty is subjective. If we take 
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a sober view of the matter we shall see that neither is exclusively right. 
Beauty may belong to either the objective or subjective world. 

I cannot here enter into an argument to prove that beauty may be 
an attribute to external life; moreover, I have written of this at some 
‘ Jength in another work. It will not, however, be hard for you to 
believe that there is a beauty about sunset, mountains, valleys, and 
animals, independent of man or his thoughts. If loveliness is an at- 
tribute of the flower, why is not beauty an attribute of higher crea- 
tions? Our perception or lack of perception of beauty has nothing 
whatever to do with its existence. The Patagonian Indian and the 
African Hottentot see no beauty in the forest, but does it follow 
therefrom that there is none? Whether seen or unseen it is there, 
and that beauty which is seen by all is usually of a commonplace 
kind, often portrayed in painting. : 

It is the object of one kind of art to picture this natural beauty, 
and when accompanied by some individuality, enthusiasm, feeling, 
or method in the artist it is not an unworthy aim. Oftener it appears 
unaccompanied by these latter qualities, and it then sinks to the level 
of decorative art. It is most frequently portrayed in the human fig- 
ure. Every exhibition of painting has its numbers of “ideal” heads 
and figures, which, if we analyze closely, prove to be only the modi- 
fied portraits of pretty-faced studio models. The pretty model like- 
wise obtrudes herself under different names upon many compositions, 
but she never has anything to commend herself but her face. She 
is generally devoid of character and force, and you could say at a 
glance that her head never ached with an idea. Look about you 
in the gallery and you will see her companions. Bouguereau always 
paints them, Henner is fond of them, Meyer von Bremen loves them, 
and Géréme does not despise them. They are all pleasant enough in 
their way, especially to the masses, and it is to their pretty subjects 
that some artists are indebted for their popularity; but the faces are 
inwardly empty, the beauty is only skin-deep. 

Natural beauty is again represented by the production of the com- 
monplace scenes in landscape with which we are all familiar. They 
correspond to the studio model, regarding whom we have just been 
speaking. A familiar scene—a valley, lake, mountain, or brookside— 
is chosen, and painted as it is, with lack of thought and want of 
feeling, painted simply that you may have a facsimile of what you 
possibly may not possess in reality. Such pictures are good remind- 
ers of the places we have visited, like the photographs ~ve buy along 
the line of travel, and they may not improperly serve to conceal a 
break in the wallpaper of the drawing-room; but they scarcely add 
to the world of art. : 

Somewhat of a change takes place in the character and value of the 
painting when the natural beauty is not commonplace, but compara- 
tively unknown. For the object of every true artist is in one sense 
to discover hidden beauty and to reveal it to the world, which, by 
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reason of not possessing the eye of genius, is blind to it. We then 
have a new beauty, for which we may thank our explorer, the artist. 
It may be that the hidden beauty lies in a form commonplace, al- 
most repulsive. There is such a thing as the beauty of the ugly, of 
which the Germans have written somewhat. Not alone the face of 
youth is beautiful; age possesses it even in humble life. Did not 
Rembrandt bring it forth in his aged and wrinkled faces, and Leo- 
nardo in his demons? Frére, Millet, Breton, Lerolle, Mauve, and 
Israels—what a charm they have thrown about the coarse-featured, 
heavy-headed peasantry! It is all true and all beautiful, but it was en- 
tirely unknown and unseen before these painters came into the world. 
In a similar manner there is a new beauty in the light of Corot, the 
foliage of Rousseau, the gray, voyaging clouds of Daubigny, the 
stormy skies of Courbet. We recognize it again in the tigers of Dela- 
croix, in the children groups of Diaz, in the cattle of Troyon, and in 
a less degree in the satins and armor of Fortuny and the fish and fruit 
of Vollon. These men are not imitators—not parrots reiterating a 
well-worn theme—but, on the contrary, revealers of new features and 
interpreters of new beauties. . 
So, then, it is not a little part of the artist’s aim that he discover 
and interpret to the world new beauty, and the value of his work may 
be estimated by the importance of his discovery. This is the render- 
ing of objective beauty, tinctured, perhaps, by the painter’s individu- 
ality, method, or feeling; but there is a higher beauty in the subjective 
of which it is necessary to speak. The most perfect beauty lies not 
in external surroundings, but in the conception of the human mind. 
There is nothing in nature that may be compared with it; beauties 
of form, texture, or quality sink into insignificance beside it; it is 
predominant and omnipotent. It would seem, therefore, that the art- 


‘ist who discovers natural beauty and interprets it is not so great as 


the artist who creates beauty and uses the forms of nature merely as 
a means of explaining his creation. 

Take the “Sower” of Millet, and what is it that we admire about 
it? A hundred living artists could excel the drawing, a hundred could 
excel the rendering of textures and light. The figure is of little con- 
sequence. In any street in Paris might have been found a physical 
man of more perfect make-up. It is the thought, the conception of 
heroism in humble life, that is strikingly beautiful. You may re- 
member seeing in Rome the statue of Moses by. Michael Angelo. 
As a piece of mechanical work it is not wonderful. I doubt not that 
Canova could have equalled, if not excelled, Michael Angelo as a carver 
and polisher. But there is something in the Moses that is worth all 
the marbles Canova ever cut. It is the conception of tremendous 
power, the conceived ability of Moses to overawe, crush, destroy all 
things before him. In the Prophets and Sibyls of the Sistine some of 
the same power is apparent, combined with solemnity, mystery, weird- 
ness, even the spirit of that prophecy which characterized the origi- 
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nals. The conceptions are lofty to sublimity, nor are the forms at 
all unworthy of the ideas they embody; but they are not so great as 
the latter. Bouguereau could have drawn them as well; Delacroix 
eould have given them a more harmonious coloring; Alfred Stevens 
or Carolus-Duran could have painted their garments much better; 
but all of them together could not have created that idea of mystery 
and power which attaches to them. 

In the Old Pinacothek, at Munich, is a pidtiine by Rubens of the 
“Christ on the Cross.” It is the dead Christ hanging there alone in 
the night with drooped head and flowing hair, and in the background 
a black sky over the distant Jerusalem. There is no color to it of 
consequence, and color was a great feature of Rubens’s art; it is not 
overwell drawn, nor will it compare with some of his other works in 
painting; but there is about it the blinding horror of the scene, the 
blackness of darkness, the awfulness of the deed. The power, the 
dread, the strength of death are overwhelming. The conviction rushes 
upon you irresistibly that the Crucified, hanging upon the cross, is 
not a human being, but the real Son of God. How the mind of 
Rubens ever soared so high as to grasp that conception baffles compre- 
hension. For the idea seems great even above Rubens’s greatness. 
Of course, the painting of it is not what one would call poorly done, 
for Rubens was too good a painter for that; but when you come to 
look upon the picture you will never see paint, or line, or texture. 
The conception absorbs everything else. . 

The landscapes of Corot, that is, the nobler ones like the “Danse 
des Amours,” are great in a similar way. The technical part of the 
“Danse des Amours” is most excellent, and yet it fades into insignifi- 
cance when compared with the predominant and beautiful conception 
of light. Still another instance of art excellent by the predominance 
of idea may be taken from the work of an American artist—Mr. 
Albert Ryder. You-have doubtless seen a small sea-piece of his, often 
exhibited in New York, called “A Waste of Waters is Their Field.” 
It is a little larger than your two hands, and represents a fisher-boat 
tossed by the waves of mid-ocean. The light is dull, the figures and 
boat mere suggestions, and the waves scarcely distinguishable, as I 
remember them; yet there is an indefinable something about the pic- 
_ ture that draws us to it. It is not the painting of it, for that is hardly 
up to the average. I can scarcely describe what it is except by saying 
that the picture conveys to one the idea of the loneliness, the weird- 
ness, the wildness of a continued existence at sea amid storms and 
tempests and dangers innumerable. The craft with her dusky crew, 
as she pitches and rolls in the sea, her black sails blown full of heavy 
air, and the light dimly seen through storm-clouds, looks like a wraith, 
a phantom boat, an exile hunted of men. We forget the material 
parts of the picture after a time, yet the idea haunts us. It keeps 
galloping through our brain like that dashing falconer of Fromentin. 
(he painter holds us by his thought, his conception, precisely as the 
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novelist makes us remember Lady Dedlock, Jean Valjean, or Harvey 
Birch, though we may hardly be able to recall a word they said or a 
thing they did. 

The most enduring part of art, then, is the conception of the artist, 
and the embodiment of conception in form and color and their vari- 
ations constitutes the highest aim of painting. But now from this- 
you must not infer that sublime art is the only art worthy of con- 
sideration; nor must you infer that the art of poetic or artistic feel- 
ing, or even the art of technical skill or natural beauty, is to be 
sneered at. Those who have produced great art are like the Shakes: 
peares and the Goethes—but the few from the millions; and surely 
there are many poets and painters beside the greatest whom we may 
honestly admire. I have instanced only the superlative cases to bring 
before you what I consider the highest.art, to ‘mpress upon you the 
superiority of the conception over its realization or embodiment. 
There are other grades of conceptions, ideas, impressions, and feel- 
ings, but for the present we may rest content with the general state- 
ment that the highest aim of art is the expression of an idea, impres- 
sion, or emotion, regarding something conceived, seen, or felt by 
the artist. 


WHAT ETCHINGS ARE. 


By Freperick KepreL, WRITER AND LECTURER ON ART. 


INTRODUCTION. 

HE following notes were originally written for two young people 
who love pictures, but who as yet have everything to learn 
about them. They are therefore addressed to the young, and 
to any others who may not have already made themselves 
familiar with the subject. Most of the existing books on Etching 
very properly assume a certain amount of elementary knowledge on 
the part of the reader, but the aim of these notes is to begin at the 
very beginning, seeing that they are addressed, not to those who know, 

but to those who do not. 

There is no surer safeguard toward keeping our children in the 
right way than by giving them such intellectual resources within 
themselves as are afforded by refining and ennobling pursuits, such 
as the love of nature, or of good books, good music, or good pictures. 
WHAT AN ETCHING IS. 

An etching is an impression printed from an etched metal plate— 
and not a pen-and-ink drawing, as is sometimes supposed. 

Few people, comparatively, have ever examined one of these plates 
from which etchings are printed, but almost every one has seen the 
engraved copper-plate which prints a visiting card. 

In examining such a card-plate it will be seen that the name it 
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bears is cut into the copper. To print a card from this plate a thick 
oily ink is rubbed into these engraved lines—where it remains while 
the surface of the copper is wiped clean; a blank card is then laid over 
the plate, and both are passed through a roller press. The result is 
that the ink is transferred from the engraved lines in the copper- 
plate to the cardboard; each card printed requires a separate inking 
and wiping of the copper-plate. 

Now the principle is the same in printing an etching, and when 
it is once clearly understood how an etching is printed it will be 
easy to learn how the plate which prints these impressions is 
made. 

HOW AN ETCHING IS MADE. 

An etched plate is usually of copper (though both steel and zinc are 
sometimes used). The plate is coated with a sort of varnish com- 
posed of wax and other ingredients, and upon this “ground” the 
artist draws his design with an etching-needle. Each line so drawn 
displaces the coating or ground, and leaves the copper bare. The 
plate is then immersed in a preparation of aqua-fortis, and wherever 
a line kas been drawn, the powerful acid corrodes or “bites” a corre- 
sponding line or channel into the copper, while at the same time it does 
not reach those parts of the plate which remain protected by the 
varnish. It is in this way that aqua-fortis does the actual engraving 
‘of an etched plate; while in engraving proper, the lines which form 
the composition are cut into the copper by means of a tool. 

When the plate has lain in the “bath” until all the lines of the 
design have been “bitten in” by the acid, it is taken out, and if it were 
then cleaned, it could be printed from in the manner already de- 
scribed. By remembering how the card-plate is printed from we will 
readily understand that the black parts of the printed etching will 
correspond to the lines bitten into the eopper, while the white parts 
will correspond to those spaces of the copper surface which have been 
protected from the acid by the “ground” or varnish. 

But our plate is not yet finished; for if a trial proof were now 
printed it would be seen that all the lines of the composition were of 
an equal strength, and we know that in any picture the nearest objects 
must be drawn with the strongest lines, and that the lines must 
diminish in force to express comparative distances. To effect this, all 
the lightest lines of the etched plate are filled in, or “stopped out” 
with the varnish, so that when it is immersed in the bath a second time 
the acid no longer reaches them, while this second biting adds 
strength to the other lines. Further “stoppings out” with varnish and 
“rebitings” with the acid are necessary before the various lines of the 
plate have their proportionate gradations of force and tone. 

WHAT A DRY-POINT IS. 

Although most etchers occasionally produce plates by the dry-point 
process, yet the two arts are distinct, and the term “a dry-point etch- 
mg” is a misnomer. The word etching means corrosion (with aqua- 
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fortis), while in dry-point no acid is applied to the plate, but the 
lines are cut directly into the dry copper by means of .the point or 
needle. Dry-point is really a sort of freehand engraving, but the re- 
sult is widely different in effect from the formal exactitude of line 
engraving. The rich and velvety effect of a dry-point is owing to 
the “bur,” or rough edge of the copper which the “point” throws up 
as it cuts the plate; this “bur” is purposely left in certain parts of the 
plate, because as it projects above the surface it can retain more of 
the ink than any other sort of line, and this rich supply of ink is 
transferred to the paper in printing. A dry-point will not yield nearly 
so many good proofs as an etched plate, but the early impressions are 
very soft and beautiful. Many etched plates are afterward finished 
and enriched with dry-point. : 

HOW ETCHINGS ARE PRINTED. 

There is one radical difference between the printing of etched or 
engraved plates on the one hand, and the printing of wood-cuts, litho- 
graphs, music, and letter-press on the other. This difference is, that 
in the latter case it is the surface which leaves its impression in ink 
upon the paper, while the case is reversed with engraved or etched 
plates, for it is the surface which prints white, and the cut in lines 
which print black. To print the pages of a book or the wood-cuts 
that are inserted with the type, an inked roller is rapidly passed over 
the surface, and this surface imprints its inked impression on the 
paper. This is done so rapidly, that a large edition of a book or a 
newspaper can be printed by machinery in a few hours—and the 
special value of the wood-cut is that it can be thus printed rapidly 
and cheaply along with the letter-press. 

But when we come to the printing of an etched plate, the conditions 
are changed. The work which, in the case of the wood-cut or the 
letter-press, literally “went by steam,” now requires great deliberate- 
ness and great knowledge, for the printing of etchings is an art, and 
the man who can print them worthily must himself -have the spirit 
of an artist—just as the man who would perform a composition by 
Beethoven must himself be a musician. 

For this reason, some etchers print their own plates; but very few 
of them possess the manual skill of a trained printer; and hence, 
the more usual way is for. the artist to superintend and direct the 
printing of the first trial proofs, and when the printer succeeds in 
producing one that is entirely satisfactory, this proof is given him to 
serve as the model which he must follow in printing the remainder of 
the edition. 

The printing of engravings is a mechanical process, in comparison; 
after the lines are charged with ink, the surface of the plate is wiped 
quite clean, and that is all. But, with etchings, the infinite variety 
of effect is partly owing to the manipulation of the printer. ‘lo 
exemplify this, an extreme case may be mentioned. A French etcher— 
the Count Lepic—recently published a set of etchings, representing 
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respectively, morning, noon, evening, night, sunshine, fair weather, 
and storm—and yet all these proofs were printed from one and the 
same etched plate! It was simply the variety of treatment in printing 
that made different pictures of them. 

To see an accomplished printer about to print an etching, one would 
almost think that he was the artist, and that he was then making the 
picture. 

After covering the whole plate with ink, so as to fill the lines, he 
wipes away the superfluous ink from the surface. In a part of the 
composition, where the effect should be gloomy and mysterious, he 
allows a thin film of the ink to remain on the surface of the plate; in 
another part, where the light should be vivid and brilliant, he wipes 
away the surface ink until the plate shines; again, where the lines 
should be soft and rich, instead of harsh and wiry, he draws the ink out 
of these lines and over their edges by means of a soft muslin rag. At 
this stage, the whole picture is seen in ink on the copper plate. Now 
the supreme moment has come. The printer lays his plate on the plat- 
form of a roller-press, and lays the sheet of dampened paper over it; 
the press is slowly set in motion, and the plate, covered by the sheet of 
paper, passes under the heavy roller. The pressure transfers the ink 

from the plate to the paper, and the proof thus printed is carefully 
removed and set aside to dry, while the printer proceeds to print other 
proofs in the same manner. 

But this “artistic” printing should always be controlled and directed 
by the artist himself; for it is in the power of the printer to make the 
result a different thing altogether from what the artist had intended; 
and the printer should never “take the law into his own hands.” 

Some eminent etchers insist upon having their plates wiped per- 
fectly clean, so that no shade or tone can appear in the proof that is 
not/already etched into the plate. This does well for minutely etched 
plates of small size; but a large etching, destined for framing, would 
certainly look meagre and cold, if printed with the “clean wipe.” 
WHAT ETCHINGS ARE PRINTED UPON. 

Both the paper and the ink play an important pe in the effect of 
an etching. : 

Formerly, all were printed with ee ink, on white: paper. The 
etchings of Rembrandt and other old masters were so printed, but 
the mellowing effects of time have undoubtedly improved these. old 
prints, since both the paper and the ink have assumed a harmonious 
brownish tone, which is much more agreeable to the eye than crude 
black and white. 

For this reason a warm-toned brownish ink is now used, the tone 
being varied according to the effect desired. Old paper of good 
quality is eagerly sought for by the artists; and “many a quaint and 
curious volume of forgotten lore” would sell to-day for meuy times 

ts actual value, if only the “lore” had been omitted, and the pages 
had remained blank. 
Vou. X.—5 
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As old paper of good quality is becoming more and more difficult to 
procure, its place is supplied by the next best substitutes. 

Japan paper yields beautiful proofs, by reason of its warm, mellow 
tone and fine surface; but, if Japan proofs are left exposed and un- 
protected, the surface soon becomes rough and “woolly.” It is also 
impossible to efface anything like a pencil-mark from Japan paper, 
without leaving an incurable blemish on the surface. Of course, 
when such proofs are framed, or protected, with “mats,” there is no 
longer any danger of injury to them. 

Good substantial Holland paper is probably the best for general 
use. Its tone is agreeable and its material is strong and durable ;— 
and if (as is very likely) some of our contemporary etchings will be 
valuable in centuries to come, the amateurs of the future will bless 
those etchers who have printed their works on honest Holland paper, 
while they will be tempted to curse those who were so foolish as to 
print theirs on flimsy and perishable stuff. 

What is called India paper (it is really Chinese) is more used for 
engravings than for etchings. It is a thin, yellowish paper, and is 
nearly always pasted on to a thick, white backing. 

Vellum and parchment—which are prepared calfskin and sheepskin 

respectively—take very delicate and luminous impressions, and the 
choicest proofs of many of the finest modern etchings are printed on 
these materials. Such proofs are very difficult to print and are also 
difficult to frame properly, but their effect is very beautiful. 

Proofs on satin have a good effect in a few cases, but they do not 
suit every etching, 

WHAT “PROOFS” ARE. 

There is a good deal of confusion in the designation of the various 
proofs or “states” of a plate, and it should be remembered that there 
is no fixed and inalterable rule to regulate the order in which different 
proof-states are issued, or the number of impressions taken in each 
state. 

A proof may be broadly defined as an impression which bears in- 
trinsic evidence that it is one of the earliest (and consequently finest) 
which the plate has yielded. 

We have all heard that “a new broom sweeps clean”—similarly, a 
new plate prints clean and prints well. Every impression taken 
wears out the plate somewhat, and therefore a worn plate can only 
yield inferior impressions. 

The term “proof” retains its original meaning when applied to 
the experimental impression which a letter-press printer takes when 
he has set up his type, and which he submits to the writer for cor- 
rection. 

Two centuries ago, an engraved plate was not supposed to be fin- 
ished or ready for publication until after the title, the artist’s name, 
and other lettering had been engraved into the lower margin. But it 
often happened that the artist—after he had finished the pictorial 
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part of his plate, but before he had added these inscriptions—took a 
“proof” to satisfy himself that his work thus far was perfect. Such 
an impression would be without any lettering; that is, a veritable 
“proof before letters.” The connoisseurs of those days knew quite 
well that an early impression was best, and when they found one of 
these experimental proofs lacking the title, they knew it must be a 
“ very early one, and they valued it accordingly.* 

The artists, seeing this, took the hint and printed several such im- 
pressions before they added the lettering to their plates—and from this 
beginning the whole modern system of proofs has grown. 

This evolution took the following course: 

First. A few impressions were printed without any lettering what- 
ever; these were called the “artist’s proofs.” 

Secondly. The names of the painter and engraver were added, in 
small letters; this second grade was called the “proofs before letters” — 
that is, before the title. 

Thirdly. The title was added in outline only, and the “open letter” 
proofs were taken. 

Fourthly. The outline letters of the title were filled in, any further 
lettering or inscription was added, and in this final state the bulk of 
the edition was issued, and these impressions were called the “lettered 
prints.” + 
_ During all these additions and alterations the plate was gradually 
wearing out from use, the early proofs were few in number and fine 
in quality, and in consequence they sold for much higher prices than 
the lettered prints. 

Two other modern refinements are the “Remarque” proof and the 
signed artist’s proof. The French term une épreuve de remarque is 
simple and intelligible, and any Frenchman will know that it means 
a proof bearing a special mark; but in English the term becomes 
unmeaning, for the reason that our word “remark” is not a trans- 
lation of the French term—and it is much to be desired that some 
more intelligible English word could be substituted. 

The “remarque” proof, like proofs in general, had a sort of acciden- 
tal origin. While a plate was in progress the artist sometimes amused 
himself—or tried the condition of his etching-needle—by scrawling 
some little sketch on the blank margin of the plate. It was easy to 
burnish out this sketch before the formal printing of the plate had 
begun, but occasionally an early proof was taken beforehand. This 
was a veritable “remarque” proof, and the informal sketching in the 
margin was evidence of its earliness. 


*In April, 1887, at the sale of the Duke of Buccleuch’s collection in London, such a proof of 
Rembrandt's etched portrait of Uytenbogaert brought the enormous price of $6200. 

+ It should be explained that, in tracing the origin of proofs in general, a digression has been 
made from the subject of Etchings to that of Engravings. The old system of ‘open-letter 
proofs,”’ etc., no longer obtains in the case of modern etchings; and, in fact, many etched 
plates have no blank margin upon which a titlecould be engraved. Information as to the rela- 
ei grades of such etchings will be found under the heading, ‘‘What the ‘States’ of an Etch- 

Are. 
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In the case of some line engravings, the “remarque” is indic¢ated— 
not by adding a sketch, but by leaving some trifling detail of the com- 
position unfinished. 

According to modern usage, the “remarque” proof indicates the 
very choicest condition of the plate and takes precedence of the artist’s 
proof; so that the best possible state of a contemporary etching would 
be a “remarque” proof, printed probably on vellum and signed by the 
etcher (or by both painter and etcher, if the plate were etched from 
a picture by another contemporary artist). After a limited number 
of such proofs are printed, the “remarque” is effaced from the copper- 
plate, and then the artist’s proofs are taken. 

Some distinguished etchers are intolerant of the “remarque,” and 
insist that it is an interruption to the unity of the main composition. 
In the etched work of Seymour Haden, for instance, no such thing 
is to be found. 

But a more valuable evidence of high quality than the “remarque” 
is the autograph of the artist written on the lower margin of an 
etching. The etcher, above all others, should be the judge par excel- 
_ lence of quality, and no conscientious artist will aflix his signature 
to a proof unless that proof is all that it should be. The artist’s 
signature may thus be compared to the endorsement by a solvent man 
of a promissory note. Occasionally, when an etching is done from 
a painting by another artist, both the painter and the etcher will 
formally guarantee the quality of a few selected proofs, by adding 
their respective signatures. 

WHAT “STATES” OF AN ETCHING ARE. 

“States” and “proofs” signify about the same thing; but the former 
term is usually applied to the works of artists who etch their own 
designs, instead of etching copies of pictures done by other men. 

Thus, we never hear of an “artist’s proof” etched by Rembrandt, 
or Van Dyck, or Whistler,—but of a “first state,” “second state,” ete. 

Here, again, terms are sometimes misleading; for it must not be 
supposed that the first state of a painter-etching is invariably the 
best—though it certainly is the earliest. In many cases, such a 
first state is no more than a meagre and unfinished outline of the - 
intended composition. 

What is most desirable is the first finished state—although (as in 
the case of Rembrandt) an impression in the earliest finished condi- 
tion might figure in the books of reference as a third or fourth state. 

A very simple and reasonable method of classification has been 
adopted in Sir William Drake’s “Catalogue of the Etched Work of 
Seymour Haden.” In this excellent book, the first experimental im- 
pressions from an unfinished plate (taken by the artist for his own 
guidance) are designated—not as’ “first. state,” but as “trial proof A.” 
When the work in the plate is carried farther, so that a second experi- 
mental printing is necessary, these second proofs are catalogued as 
“trial proof B,’—and so on, until the plate is finished. Then an 
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edition is printed for publication, and this first finished state is very 
properly designated as the “First State.” Later on, if any further 
additions or alterations are made, all subsequent proofs would be 
catalogued as “second state.” * 

The number of proofs taken varies so greatly with different plates, 
that it is impossible to lay down any general rule on the subject. In 
some cases, not more than thirty “remarque” proofs are printed, but 
in others more than twice that number. A strongly etched plate will 
yield a greater number of good proofs than one in which the lines 
are fine and delicate. Also, the recently discovered method of “steel- 
facing” a copper-plate materially increases its lasting powers. This 
“steel-facing” is an electroplating process, which lays an extremely 
thin film of steel over the etched plate. 

Sometimes an artist will make his etching artificially rare by de- 
stroying his plate after printing a very few impressions; but, in any 
case, there is a limit to the number of really good proofs which any 
plate will yield—and, provided that the etching is a fine work of 
art, these proofs are almost certain to increase in value, in proportion 
as they become scarce and difficult to procure. For this reason, a 
collection of etchings, intelligently purchased, may be regarded rather 
as a safe investment than as a mere fruitless outlay. 

No one can fully appreciate or enjoy what he does not understand; 
and, when once etchings are thoroughly understood from the technical 
side, their further study from the artistic point of view will be found 
both easy and delightful. 

Good etchings are veritable works of art; they are accessible to 
all, and their value is permanent;—and if these rudimentary notes 
should lead some readers to study the subject in its higher aspects, 
the writer will feel that he has contributed something toward adding 
a new and very real pleasure to their lives. 


THE CHARM OF PHOTOGRAPHY. 


O show the charm of photography, to show the simplicity of 
the present photographic methods, is the twofold object of 
this brief note. 

So rapid has been the advance in picture-making that the 
public hardly appreciates the fact that photography is no longer the 
“dark art.” The old prejudices against it still exist simply because 
people do not understand how the light has been let in. They do not 
understand that there is no dark-room, that plate-holders and focusing 

* It may interest connoisseurs to note, that, contrary to the general usage, Seymour Haden 
has almost invariably produced his second or third states—not by adding something to his 
plate, but by taking something out. Thus, in the case of his renowned Shere Mill-pond, the 
ines which appear in the sky of the first state are all taken out in the second; and all good 


judges must agree with Mr, Haden that this alteration has added greatly to the beauty of the 
D ate, / ; : 
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cloths, and trappy apparatus and stained fingers, belong to the pho- 
tography of yesterday. 

Of the importance of photography as a truthful reporter there is 
no need to speak to-day. In the wars of the past decade it has been 
everywhere. In Cuba, in South Africa, in the Philippines, in Corea, 
and in Manchuria, it has demonstrated its reliability. With the de- 
veloping machine for an ally, the victories of film pictures over glass 
_ plates in the last great war were more pronounced, even, than the vic- 
tories of the Japanese over the Russians. In Collier’s Weare ninety 
per cent. of their successful war pictures were on films.” 

Not only for the tourist who travels abroad and finds delight in the 
ruined abbeys of England, the feudal castles of Germany, the villas 
of sunny France, and the mountain-peaks of Switzerland, but for 
those who confine their vacation journeys to our own mountains, our 
own lakes nestled among the hills, our own great waterfalls, and our 
reaches of ocean beach and crag and beetling cliff, for these, too, there 
is a charm in photography. 

Perhaps one of the greatest charms is the power of securing “the 
picturesque of the comntonplace.” An old tree, a fence, a lane, a 
clump of weeds, and in each is found a picture worth the making. 
Such pictures are to be had on every farm, on the outskirts of every 
city, they are at Everyman’s hand. They need but be taken with 
discrimination to become an artistic delight. .The point of view, the 
lighting, the location of the sky line, the leaving out or the taking in 
of yonder clump of bushes—all these must be considered. And when 
they are brought to their proper relation in the finder and the button 
is pressed—behold! we have more than a mere photograph, we have 
a picture. 

To the nature lovers, the devotees of rod and gun, and canoe and 
yacht, photography is full of great possibilities. For if they are not 
interested in photography as a hobby, they are interested in it as a 
means of making pictures of those things which pertain to their 
hobby. For the educator it opens new fields. It affords the means 
of training the pupil in his daily work, of increasing his powers of 
observation, of widening his horizon. To the parent photography will 
suggest a pastime for the children, not merely an innocent pastime, 
but a pastime that is educational and inspiring. 

But there is another phase of photography that to most of us means 
more than art, more than education, more than commercialism—the 
home side. As the years go by, we look with pleasure on the pictures 
of our pastimes and our travels—we cherish the pictures of our home. 
We are interested in the technical side of photography, we love its 
home side. The pictures of one’s own rooftree, of baby, of grand- 
mother, hold for all of us the charm of human interest. Such pic- 
tures possess, as the years go by, a constantly growing value. In them 
is the true secret of the widening interest in picture-making. They 
alone make photography worth while, 
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A Golden Autumn Day, by Emile Van Marcke. (French.) ad 
Alice, by William Merritt Chase. (American.) 
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3. The Song of the Lark, by Jules A. Breton. (French.) ‘ 
Os 4, The Beheading of John the Baptist, by Chas. Sprague BS 
G Pearce. (American.) 
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MICHELANGELO’S PAINTINGS IN THE SISTINE 
CHAPEL, ROME. 


works done by Michelangelo in his long and active life. Here 

his great spirit appears in its noblest dignity, in its highest 

purity; here the attention is not disturbed by that arbitrary 
lisplay to which his great power not unfrequently seduced him in 
pther works. The ceiling forms a flattened arch in its section: the 
eentral portion, which is a plain surface, contains a series of large 
and small pictures, representing the most important events recorded 
in the book of Genesis—the Creation and Fall of Man, with its imme- 
diate consequences. In the large triangular compartments at the 
springing of the vault are sitting figures of the Prophets and Sibyls, 
as the foretellers of the coming of the Saviour. In the soffits of the 
recesses between these compartments, and in the arches underneath, 
immediately above the windows, are the ancestors of the Virgin, the 
series leading the mind directly to the Saviour. The external con- 
nection of these numerous representations is formed by an architec- 
tural framework of peculiar composition, which encloses the single 
subjects, tends to make the principal masses conspicuous, and gives , 
to the whole an appearance of that solidity and support so necessary, 
but so seldom attended to, in soffit decorations, which may be consid- 
ered as if suspended. A great number of figures are also connected 
with the framework; those in unimportant situations are executed 
in the color of stone or bronze; in the more important, in natural 
colors. These serve to support the architectural forms, to fill up and 
to connect the whole. This may be best described as the living and 
embodied genii of architecture. It required the unlimited power of 
an architect, sculptor, and painter to conceive a structural whole of 
so much grandeur, to design the decorative figures with the signifi- 
cant repose required by the sculpturesque character, and yet to pre- 
serve their subordination to the principal ‘subjects, and to keep the 
latter in the proportion and relations best: adapted to the space to be 
filled.”—Kugler, p. 801. 


The pictures from the Old Testament, beginning from the altar, 
are :— 


T: ceiling of the Sistine Chapel contains the most perfect 


. The Separation of Light and Darkness. 

The Creation of the Sun and Moon. . 

The Creation of Trees and Plants. 

The Creation of Adam. 

The Creation of Eve. 

The Fall and the Expulsion from Paradise. 
. The Sacrifice of Noah. 

. The Deluge. 

. The Intoxication of Noah. 

From ‘‘ Walks in Rome 7,’’ by A. J. C, Hare, London, 
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“The scenes from Genesis are the most sublime representations of 
these subjects;—the Creating Spirit is unveiled before us. The pecu- 
liar type which the painter has here given of the form of the Almighty 
Father has been frequently imitated by his followers, and even by 
Raffaelle, but has been surpassed by none. Michelangelo has repre- 
sented Him in majestic flight, sweeping through the air, surrounded 
by genii, partly supporting, partly borne along with Him, covered by 
His floating drapery; they are the distinct syllables, the separate 
virtues of His creating word. In the first (large) compartment we 
see Him with extended hands, assigning to the sun and moon ‘their 
respective paths. In the second, He awakens the first man to life. 
Adam lies stretched on the verge of the earth, in the act of raising 
himself; the Creator touches him with the point of His finger, and 
appears thus to endow him with feeling and life. This picture dis- 
plays a wonderful depth of thought in the composition, and the 
utmost elevation and majesty in the general treatment and execution. 
The third subject is not less important, representing the Fall of Man 
and his Expulsion from Paradise. The tree of knowledge stands 
in the midst, the serpent (the upper part of the body being that of a 
woman) is twined around the stem; she bends down towards the 
guilty pair, who are in the act of plucking the forbidden fruit. The 
figures are nobly graceful, particularly that of Eve. Close to the ser- 
pent hovers the angel with the-sword, ready to drive the fallen beings 
out of Paradise. In this double action, this union of two separate 
moments, there is something peculiarly poetic and significant; it is 
guilt and punishment in one picture. The gudden and lightning- 
like appearance of the avenging angel behind the demon of darkness 
has a most impressive effect.”—Kugler, p. 304. 


“Pheidias created tranquil Divinities; Michelangelo, suffering 
Heroes.” — Goethe. 


The lower portion of the ceiling is divided into curvilinear tri- 
angular spaces occupied by the Prophets and Sibyls in solemn con- 
templation, accompanied by angels and genii. Beginning from the 
left of the entrance, their order is: 


1. Joel. 6. Sibylla Libyea. 
2. Sibylla Erythreea. 7. Daniel. 

3. Ezekiel. 8. Sibylla Cumea. 
4. Sibylla Persica. 9. Isaiah. 

5. Jonah, 10. Sibylla Delphica. 


“The Prophets and Sibyls in the triangular compartments of the 
curved portion of the ceiling are the largest figures in the whole 
work; theses too, are among the most wonderful forms that modern 
art has called into life. They are all represented seated, employed 
with books or rolled manuscripts: genii stand near or behind them. 
These mighty beings sit before us pensive, meditative, inquiring, or 
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looking upwards with inspired countenances. Their forms and move- 
ments, indicated by the grand lines and masses of the drapery, are 
majestic and dignified. We see in them beings who, while they feel 
and bear the sorrows of a corrupt and sinful world, have power to look 
for consolation into the secrets of the future. Yet the greatest 
variety prevails in the attitudes and expression—each figure is full- 
of individuality. Zacharias is an aged man, busied in calm and 
circumspect investigation: Jeremiah is bowed down absorbed in 
thought—the thought of deep and bitter grief; Ezekiel turns with 
hasty movement to the genius next to him, who points upwards with 
joyful expectation, ete. The Sibyls are equally characteristic: the 
_ Persian, a lofty, majestic woman, very aged; the Erythrean—full of 
power, like the warrior-goddess of wisdom; the Delphic—like Cas- 
sandra, youthfully soft and graceful, but with strength to bear the 
awiul seriousness of revelation.”—Kugler, p. 304. 


“The belief of the Roman Catholic Church in the testimony of the 
Sibyl is shown by the well-known hymn, beginning with the verse :—- 


‘Dies ire, dies illa, 
Solvet seclum in favilla; 
Teste David cum Sibylla’ 


It may be inferred that this (fourteenth-century) hymn, admitted 
into the liturgy of the Roman Church, gave sanction to the adoption 
of the Sibyls into Christian art. They are seen from this time accom- 
panying the prophets and apostles in the cyclical decorations of 
the Ohurch.... But the highest honor that art has rendered to 
the Sibyls has been by the hand of Michelangelo on the ceiling of 
the Sistine Chapel. Here, in the conception of a mysterious Order 
of women, placed above and without all considerations of the grace- 
ful or the individual, the great master was peculiarly in his element. 
They exactly fitted his standard of art, not always sympathetic, nor 
comprehensible to the average human mind, of which the grand in 
form and the abstract in expression were the last and first conditions. 
In this respect the Sibyls on the Sistine ceiling are more Michel- 
angelesque than their companions the Prophets. . For these, while 
types of the highest monumental treatment, are yet men, while the 
Sibyls belong to a distinct class of beings, who convey the impression 
‘of the very obscurity in which their history is wrapt—creatures who 
have lived far from the abodes of men, who are alike devoid of the 
expression of feminine sweetness, human sympathy, or sacramental 
beauty; who are neither Christians nor Jewesses, Witches nor Graces, 
yet living, grand, beautiful, and true, according to laws revealed to 
the great Florentine genius only. Thus their figures may be said 
to be unique, as the offspring of a peculiar sympathy between the 
master’s mind and his subject. To this sympathy may be ascribed 
the prominence and size given them—both Prophets and Sibyls—as 
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compared to their usual relation to the subjects they environ. They 
sit here in twelve throne-like niches, more like presiding deities, 
each wrapped in self-contemplation, than as tributary witnesses to 
the truth and omnipotence of Him they are intended to announce. 
Thus they form a gigantic framework round the subjects of the 
Creation, of which the birth of Eve, as the type of the Nativity, is 
the intentional centre. For some reason, the twelve figures are not 
Prophets and Sibyls alternately—there being only five Sibyls to seven 
Prophets—so that the Prophets. come together at one angle. Books 
and scrolls are given indiscriminately to them. 

“The Sibylla Persica, supposed to be the oldest of the sisterhood, 
holds the book close to her eyes, as if from dimness of sight, which 
fact, contradicted as it is by a frame of obviously herculean strength, 
gives a mysterious intentness to the action. 

“The Sibylla Libyca, of equally powerful proportions, but less 
closely draped, is grandly bringing herself to lift a massive volume 
from a height above her head on to her knees. 

“The Sibylla Cumea, also aged, and with her head covered, is 
reading with her volume at a distance from her eyes. 

“The Sibylla Delphica, with waving hair escaping from her turban, 
is a beautiful young being—the most human of all—gazing into 
vacancy or futurity. She holds a scroll. 

“The Sibylla Erythrea, a grand bare-headed creature, sits reading 
intently with crossed legs, about to turn over her book. 

“The Prophets are equally grand.in structure, and though, as we 
have said, not more than men, yet they are the only men that could 
well bear the juxtaposition with their stupendous female colleagues. 
Ezekiel, between Erythrea and Persica, has a scroll in his hand 
that hangs by his side, just cast down, as he turns eagerly to listen 
to some voice. 

“Jeremiah, a magnificent figure, sits with elbow on knee and head 
on hand, rapt in the meditation appropriate to one called to utter 
lamentation and woe. He has neither book nor scroll. 4 

“Jonah is also without either. His position is strained and un- 
graceful—looking upwards, and apparently remonstrating with the 
Almighty upon the destruction of the gourd, a few leaves of which 
are seen above him. His hands are placed together with a strange 
and trivial action, supposed to denote the counting on his fingers the 
number of days he was in the fish’s belly. A formless marine monster 
is seen at his side. 

“Daniel has a book on his lap, with one hand on it. He is young, 
and a piece of lion’s skin seems to allude to his history.”—Lady 
Eastlake, “History of Our Lord,” i. 248. 


{In the recesses between the Prophets and Sibyls is a series of 
lovely family groups representing the Genealogy of the Virgin. The 
four corners of the ceiling contain triangular groups illustrative of 
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the power of Jehovah displayed in the deliverance of His chosen 
people. 


Near the altar are: 
R.—The deliverance of the Israelites by means of the brazen 
serpent. ; 
L.—The execution of Haman. 
Near the entrance are: 
R.—Judith and Holofernes. 
L.—David and Goliath. 


Only 3,000 ducats were paid to Michelangelo for all his great work 
on the ceiling of the Sistine. It was uncovered November, 1512, and 
fairly astonished the world. 

It was when Michelangelo was already in his sixtieth year that 
Clement VII. formed the idea of effacing the three pictures of 
Perugino at the end of the chapel, and employing him to paint in 
their place the vast fresco of “The Last Judgment.” It occupied the 
master for seven years, and was finished in 1541, when Paul 
III. occupied the throne. During this time Michelangelo, a devout 
Dante-lover, frequently read and re-read the wonderful sermons of 
Savonarola, to refresh his mind, and that he might drink in and 
absorb, and reproduce, their religious grandeur. To induce him to 
pursue his work with application, Paul III. went himself to his 
house attended by ten cardinals: “an honor,” says ‘Lanzi, “unique 
in the annals of art.” The Pope wished that the picture should be 
painted in oil, to which he was persuaded by Sebastiano del Piombo, 
but, Michelangelo refused to work, except in fresco, saying that oil- 
painting was for women and lazy persons. 

“In the upper half of the picture we see the judge of the world, 
surrounded by the apostles and patriarchs; beyond these, on one side, 
are the martyrs; on the other, the saints and a numerous host of the 
blessed. Above, under the two arches of the vault, two groups of 
angels bear the instruments of the Passion. Below the Saviour 
another group of angels holding the books of life sound the trumpets 
to awaken the dead. On the right is represented the resurrection; 
and higher, the ascension of the blessed. On the left, hell, and the fall 
of the condemned, who audaciously strive to press to heaven. 

“The day of wrath (‘dies ire’) is before us—the day of which the 
old hymn says— 

-‘Quantus tremor est futurus, 
Quando judex est venturus, 
Cuncta stricté discussurus.’ 


The Judge turns in wrath towards the condemned and raises His 
right hand with an expression of rejection and condemnation; be- 
side Him the Virgin veils herself with her drapery, and turns with 
a countenance full of anguish towards the blessed. The martyrs, on 
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the left, hold up the instruments and proofs of their martyrdom, in 
accusation of those who had occasioned their temporal death: these 
the avenging angels drive from the gates of heaven, and fulfil the 
sentence pronounced against them. Trembling and anxious, the 
dead rise slowly, as if still fettered by the weight of an earthly 
nature; the pardoned ascend to the blessed; a mysterious horror 
pervades even their hosts—no joy, nor peace, nor blessedness are to 
be found here. 

“Tt must be admitted that the artist has laid a stress on this view of 
his subject, and this has produced an unfavorable effect upon the 
upper half of his picture. We look in vain for the glory of heaven, 
for beings who bear the.stamp of divine holiness and renunciation of 
human weakness; everywhere we meet with the expression of human 
passion, of human efforts. We see no choir of solemn, tranquil forms, 
no harmonious unity of clear, grand lines, produced by ideal dra- 
peries; instead of these, we find a confused crowd of the most varied 
movements, naked bodies in violent attitudes, unaccompanied by any 
of the characteristics made sacred by holy tradition. Christ, the 
principal figure of the whole, wants every attribute but that of the 
Judge: no expression of divine majesty reminds us that it is the 
Saviour who exercises this office. The upper part of the composition 
is in many parts heavy, notwithstanding the masterly boldness of 
the drawing; confused, in spite of the separation of the principal 
and accessory groups; capricious, notwithstanding a grand arrange- 
ment of the whole. But, granting for a moment that these defects 
exist, still this upper portion, as a whole, has a very impressive effect, 
and, at the great distance from which it is seen, some of the defects 
alluded to are less offensive to the eye. The lower half deserves the 
highest praise. In these groups, from the languid resuscitation and 
upraising of the pardoned, to the despair of the condemned, every 
variety of expression, anxiety, anguish, rage, and despair is power- 
fully delineated. In the convulsive struggles of the condemned with 
the evil demons, the most passionate energy displays itself, and the 
extraordinary skill of the artist here finds its most appropriate exer- 
cise. A peculiar tragic grandeur pervades alike the beings who are 
given up to despair and their hellish tormentors. The representa- 
tion of all that is fearful, far from being repulsive, is thus invested 
with that true moral dignity which is so essential a condition in 
the higher aims of art.”—Kugler, p. 308. 


“It may be fanciful, but it seems to me that in this, and in every 
other of Michelangelo’s works, you may see that the idea, beauties, 
and peculiar excellencies of statuary were ever present to his mind; 
that they are the conceptions of a sculptor embodied in painting. 

“ .,.. Catharine, in a green gown, and somebody else in a blue 
one, are supremely hideous. Paul IV., in an unfortunate fit of pru- 
dery, was seized with the resolution of whitewashing over the whole of 
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the Last Judgment, in order to cover the scandal of a few naked 
female’ figures. With difficulty was he prevented from utterly destroy- 
ing the grandest painting in the world, but he could not be dissuaded 
from ordering these poor women to be clothed in this unbecoming 
drapery. Daniele da Volterra, whom he employed in this office (in 
the lifetime of Michelangelo), received, in consequence, the name of 
Ii Braghettone (the breeches-maker).”—Haton’s “Rome.” 


“The Apostles in Michelangelo’s ‘Last Judgment’ stand on each 
side of the Saviour, who is not here Saviour and Redeemer, but 
inexorable Judge. They are grandly and artificially grouped, all 
without any drapery whatever, with forms and attitudes which recall 
an assemblage of Titans holding a council of war, rather than the 
glorified companions of Christ.”—Jameson’s “Sacred and Legendary 
Ark, e179. 


“<The Last Judgment’ produced to my eye the same sort of confu- 
sion that perplexes my ear at a grand concert consisting of a great 
variety of instruments, or rather when a number of people are talk- 
ing at once.”—T. Smollett, Letter xxxitt. 


HOW THE ILLUSTRATIONS IN “SELF-CULTURE” WERE 
MADE; WITH A NOTE ON MOVING PICTURES. 


By N. S. Amstutz, Memeper or “THE RoyaL PuHorocrapuic Society,” 
AnD “Society or Arts,’ Lonpon; AssociATE MemBer “AMERICAN 
InsTITUTE oF ELectricaL ENncrinrers,”’ New York, AND PRINCIPAL 
“Tur Invanp Printer Research DEparTMENT,”’ CHICAGO. 


INTRODUCTION. 
HEN about 1839 the famous Talbot in England and 
W Daguerre and Niepce in France made their first photo- 
eraphs, working entirely independent of each other, and 
yet arriving at the same results at very nearly the 
same time, they little thought that they had made a discovery 
which is practically the basis of all that is included, in the proc- 
essses by which reproductions of the famous paintings of the world, 
not only in black and white, but in color, are to-day so multi- 
plied as to become familiar “from Greenland’s icy mountains to 
India’s coral strand,’ and by which distant scenes in every quarter 
of the globe, true to the colors of nature, may be brought before the 
eyes of every living person. Yet such is the case, and without going 
into technical details to prove the statement, I will endeavor to tell 
as briefly as possibly how the illustrations in “Self-Culture” were 

made. 

But before doing so let me point out the immense importance otf 
this wonderful application of photography, in connection with the 


86 THE FINE ARTS, MUSIC, AND THE DRAMA 


Art Education of the people, and especially the Culture of the Amer- 
ican youth. 

We are the children of a larger growth, and the child who has been 
made familiar with the simple pictures in our earlier volumes and 
who has lived with them, will unconsciously become educated to the 
appreciation of the higher phases of Art which we are enabled to 
present in the Tenth Volume in such wonderful profusion from so 
many and such varied sources. 

To these marvellous processes we, owe also the means of Art Edu- 
cation which is supplied by our periodical literature; and to the color- 
printing processes, to which we shall refer later, we owe the fact that 
color has come to stay in illustration. — 

Black and white illustrations have been made for years because 
nothing better could be done; but black and white illustrations are 
really more or less of a makeshift. We do not see in black and - 
white, but we see color everywhere, from the blue sky above us to 

' the green grass beneath our feet: color in the flowers that bloom, in 
the trees that wave, in the birds which sing, and in every single 
manifestation of life around us is glorious, joyous color. In color 
is the highest manifestation of nature’s beauty, and in proper color 
representation is the highest manifestation of artistic power. 

To begin with, the illustrations in “Self-Culture” were made by 
photography, but by applications of photography such as its inventors, 
as I have indicated, never dreamed of. The elementary principles of 
photography may be very briefly. described as follows: 


THE ELEMENTARY PRINCIPLES OF PHOTOGRAPHY. 

Many of nature’s moods are recorded more or less permanently 
without the aid of dark rooms or the manipulation of chemicals, in 
the shape of developers, etc. Such records are found where the leaf of 
a tree has lain closely against a growing “red” apple. The shadow 
of the leaf has prevented the sun’s rays acting on the skin (film) of 
the apple, and in consequence a picture of the leaf is produced in a 
yellowish green color; similarly, the sun’s rays will, in winter time, 
make “pictures” of fences, building shadows, ete., on frozen side- 
walks or streets by melting or thawing such portions as are not shaded. 
The former action is believed to’ be due to the actinic or chemical 
(photographic) rays of the sun, and the latter to the heat rays only. 

In photography glass plates or films take the place of the frosted 
ground and the covering of the apple. The coating of the glass 
plates, dry plates as they are ordinarily called, is composed of gelatin. 
and silver salts. The gelatin serves to hold the sensitive silver in 
place on the glass or film in a thin layer. 

If certain portions of the sensitized film are subjected to rays of 
light, the silver is affected so that when the plate is subsequently 
placed in a developing solution of certain acids, such portions be- 
come discolored—darkened,—but where no light has acted on the film 
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there the silver salts remain unaffected and no discoloration takes — 
place. 

The film is now composed of certain discolored areas and others of 
unaffected silver, and before the negative, as the plate is called, can 
be used for other purposes the unacted-on silver must be removed 
from the gelatin coating so as to leave the portions of the film, which 
carried this silver, quite transparent, or at any event, but slightly 
overcast. This is done by soaking the plate, after washing, in a solu- 
tion of hyposulphite of soda, which acts as a solvent of the unused 

_ silver. In order that an image on the negative will be sharp, it is 
necessary to cause the rays of light from the object to pass through 
a lens set the proper distance from the sensitive plate as it stands 
at what is called the focal plane, at one side of a dark box—the 
camera—and the lens at the other side. When a box is not used a 
bellows is substituted, the entire purpose being to shield the sensitive 
plate from all light action, except such as passes through the lens. 

The lens pictures the image of the object on the sensitive plate in 
the same way as one may see the projection of an optical image on 
the ground glass of a focusing camera or as produced through an 
ordinary spectacle lens held about a foot, more or less, from a white 
paper placed on a wall facing a window. 

The “optical artist” dexterously forms the image in proper size 
and shape, some parts being light and others dark, all in their natural 
colors, but inverted and reversed as to right and left, which error is 
corrected when the negative is printed on printing-out paper, so that 
the familiar solar print presents the right-hand side of a house prop- 
erly placed as to its left-hand portion. 

Wherever the very bright portions occur, the action on the silver 
salts is rapid and the greatest effect is produced; but where the light 
is weak, as in the shadows of a tree, etc., the effect is least and the 
negative will be almost transparent, while in the first instance the 
negative is quite opaque and in intermediate portions it will be rar- 
tially opaque and partially transparent. 

When such a negative is placed film side against a sensitive mate- 
rial, as solio, velox, or blue print paper, the light on passing through 

it will affect the paper variably, at some places much, at others but 
a little, and at others not at all. Where the negative is opaque it 
casts a shadow which prevents the sensitive paper being affected, and 
where there is no obstruction to its passage the full effect is pro- 
duced. The unused sensitive material is then removed by washing 
in suitable solutions and such portions of the print as have been 
affected by the light are fixed. When this is done the print is 
finished, ready for personal, family, or business purposes. It is not 
yet practical to secure the fugitive colored image for the amateur or 
the professional photographer without many manipulative steps which 
are too complex for any one but an expert in three-color photography. 
These, as they relate to printing, will be described later. 
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In photography a negative represents the white portions of the ob- 
ject by opaque or dark areas, and a positive shows them just as they 
occur in the subject. 

So far, then, as to the production and the printing of the ordi- 
nary photograph. Something else had to be discovered before the 
photograph could be employed to print the countless thousands 
of pictures by machinery, such as those which adorn the pages of 
“Self-Culture,” and of which the last printed copy is practically as 
good as the first impression. We have been enabled to do this by: 
THE HALF-TONE PROCESS. 

The half-tone pictures, so-called, are produced in the first place 
by photography. Without entering into precise details, the manner of 
their production may be briefly described as follows: 

In order that any letter, figure, or design can be printed on an 
erdinary printing press, the surfaces which form the design and which 
are to be touched by the ink rollers of the press must be raised above 
those portions which are to appear white, so that the ink will only be 
applied at the proper places. This means that such raised surfaces 
must be type-high (.918 inch), so that whatever comprises a “form,” 
the type, engravings, etc., must all come up to the same level, so that 
the ink rollers will place ink on every raised ridge and not skip any. 

The problem is to translate a photograph with its delicate shad- 
ings, formed by means of an unbroken flat surface, into a printing 
face which has raised points that vary in size (not in height) accord- 
ing to the change in light and shade of the photographic print. Such 
points will receive ink from the rollers and under pressure will 
transfer it to paper, the process constituting relief printing. 

To this end it is necessary to break the tones or shadings up into 
variable sized printing areas, as points or dots, which, by their 
difference in size, represent the photograph. These are produced by 
first copying the original photo through a lens and suitably sized 
diaphragms or stops placed adjacent to it. The rays of light pass 
on through the lens and also through a screen before they reach the 
sensitive plate. The purpose of this screen is to form dots of vary- 
ing sizes on the sensitive plate so that they may be subsequently 
earried through onto the metal plate, which is to form the printing 
surface. They must, however, be quite small so as not to offend the 
eye by their presence. For different purposes their number per inch 
varies from 60 for rapid rotary newspaper work to 150 for general 
book illustration and 300 to 400 for the finest art work. Their diminu- 
tiveness may best be understood when it is stated that the actual 
lineal distance between the centres of adjoining dots, at 60 per inch, is 
nearly seventeen one-thousandths of an inch; at 100 per inch, ten 
one-thousandths; and at 400 per inch, only two and one-half one- 
thousandths of an inch, which is about the average dimension of the > 
‘proverbial hair’s-breadth, yet within such a small dimension the 
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various sized dots must be formed, ranging from the smallest black 
nnes of the whitest or lightest portion of the print to the smallest 
white ones of the shadows. 

The screen is placed near the sensitive plate so that the light 
coming from opposite sides of the lens diaphragm opening can form 
shadows of the screen lines on the sensitive plate of different widths, 
which, by reason of there being two sets of lines crossing each other, 
leave a large number of small transparent squares called the screen 
openings. They allow only twenty-five per cent. of the light to pass 
through. Where the rays of light are strong, the small image started 
behind the centre of each screen opening continues to grow larger 
as the exposure is prolonged and the portions which receive little light 
will just have started by the time the intensely illuminated parts have 
grown so much as to cause the opaque dots to join each other. The 
intermediate light conditions in the same time will have produced 
opaque dots proportionately large but unjoined; so then, the one 
plate will contain, if eight by ten inches in size and a 100-lines-per- 
inch screen has been used, 800,000 opaque dots, varying in size from 
a “pin point” to the largest ones that join each other in neighborly 
fashion to form unbroken black cross lines, leaving separated trans- 
parent portions that grow smaller where the light action is greater. 
The negative is developed in the ordinary way so as to make it avail- 
able for the subsequent operation of transferring the effect onto a 
copper plate. 

A sheet of copper is now polished and coated with fish glue and 
bichromate of ammonia and when dry it is placed under the film side 
of the negative, where rays of light are allowed access to the front. 
These pass through all the transparent openings and cause the fish 
. glue to harden uniformly wherever the light has a chance to act, but 
the sizes of the transparent parts varying, there will be formed a copy 
of the negative on the copper, which, after washing in water to remove 
the unaffected portion of the fish glue coating that was not hardened, 
is heated sufficiently to change the glue portions which remain, into an 
“enamel,” that will withstand the action of the etching acid. 

Such a copper plate will have minute portions uncovered, com- 
parable in size and number to the opaque dots of the negative. The 
next operation is to put the copper plate into a bath of perchloride 
of iron, which will eat away the unprotected copper and thus leave 
those parts that are covered by the “enamel” practically unaffected, 
thus leaving them stand up as points in relief, which serve to take 
ink as the ink rollers pass over them in the printing of the 
half-tone, while they do not touch ,the etched-out portions of the 
plate. 

The copper plate is next given to the finisher, who makes any 
required corrections, and then to the mounter, who puts it on a 
wooden block so as to make the whole type-high. 

When photograph relief printing reproductions are required with- 
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out the regular mathematical placing of the dots, as is noticed in ai. 
ordinary half-tone, then a substitute known as the Metzograph screen 
is used in the same general way as described. Its surface is covered 
with tiny irregularities formed in the surface of the glass, without 
the use of opaque filling, that act like diminutive lenses to focus the | 
light in more or less large areas on the sensitive plate according to the 
variations of the subject. 


THE PHOTOGRAVURES. 

Here photography again does its. wonderful work, but the process 
as above described is to a certain extent modified and the method 
of printing is found to be just the opposite to that described as 
applicable to the half-tone, for in this method the printing is done 
by covering the whole plate with ink by thoroughly dabbing it into 
every depression. The surplus is then wiped off with cheese cloth 
and finally the palm of the hand is used to wipe off every remnant 
of adhering ink from the polished ridges, leaving every groove or 
depression filled with ink. Paper is now laid on the plate and the 
whole put under a very heavy rolling pressure, which causes the ink 
to adhere to the paper, thus producing a single print. The operation 
must be repeated for succeeding impressions. Very frequently an 
artist-printer can leave the least trace of an ink tint on the polished 
copper and dexterously remove it from the portions that are to appear 
pure white in the print, thus giving brilliancy and individuality to the 
result. Power presses have been portecied which expedite the print- 
ing of photogravure plates. 

The process of producing the ink-holding depressions in the copper 
plate by photography, consists in covering a polished copper plate 
with powdered iresins that deposit themselves much like the dust some- 
times found on. shelves, etc. The plate is heated just enough to fix 
the resinous ‘particles, then over these is placed a film of gelatin which 
has been exposed under a positive replica of the negative, having 
been previously sensitized in a solution of bichromate of potash. The 
adhering film is next washed from the unexposed side in hot water, 
when the soft or unaffected parts wash away and the hard or insoluble 
portions remain. When the washing is completed there is found a 
gelatin surface that varies in thickness. The plate is then placed 
in an etching bath of perchloride of iron, when the acid penetrates the 
gelatin relief, passing through and attacking the bare portions of the 
copper plate underneath. As it takes some time for the weak acid 
to get through the gelatin, it will be apparent that where the gelatin is 
the thickest, the copper will be reached the last, and where thinnest, 
the first. The acid not only attacks the bare copper surface that 
lies between the particles of adhering resin powder, but also eats 
sidewise underneath the covering, thus changing the size of the 
copper that is left untouched according to the time the acid is in 
action. By this interesting phenomenon there is produced a plate 
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which has irregular shaped ink-holding depressions that vary in size 
and depth according to the varying lights and shades of the photo- 
graph, thus again producing a printing plate that interprets the 
continuous tones of the photograph by points or irregular dots. As 
in half-toning, much skill is necessary to produce good results. 


THE COLOR PLATES. 

These are really the greatest wonder of all. For years men have 
been expending research and genius and making countless experi- 
ments in all directions in order to arrive at the results shown in our 
pages to-day. 

Color effects used to be produced on printed sheets by laboriously 
painting over the black and white print by means of brushes and 
water colors. Then, to expedite matters, the colors were brushed over 
stencil sheets that had certain parts cut out and others forming a 
protecting covering for such portions of the print as required no 
color remaining; as many stencil sheets being necessary as there were 
different colors. 

It then was but a step to the making of separate wood blocks that 
should have the required shape of surface in relief and print the 
colors on a power press. There were, however, no gradations of color, 
as each block printed solidly and as many blocks were required as 
there were different colors. 

In time the blocks were engraved so as to give gradation of color, 
ranging from nothing to its full density. Lithography came to the 
assistance of a handicapped process by securing more subtle grada- 
tion of color than was then possible with the wood blocks. The 
drawings in Chromo-lithography are made by expert artists upon the 
lithographic stone. For the finest work as many as 18 to 20 separate 
stones are necessary, involving as many separate color printings for 
each sheet. Incidentally, it should be stated that lithography depends 
on the principle that greasy ink is repelled by moisture. The draw- 
ing is made on a porous surface, by means of a fatty ink, the rollers 
are charged with a greasy color, and the stone with moisture, which 
acts where there are no lines or stipples, thus keeping such parts 
pure white, but permitting the ink to adhere where the pores of the 
stone are covered over by the drawing. Paper — on such a sur- 
face and pressed, forms a lithograph. 

It should be remembered that the 18 to 20 ae printings of 
chromo-lithography are reduced to three and four, principally three, 
in the letter-press color work of to-day. In these pages three colors 
are used, and each sheet passes through the press three times: first 
for the yellow, second for the red, and third for the blue. (When 
four colors are: used the additional color is a black or dark gray.) 
Each engraved plate is made in the same manner as described for 
the production of the regulation half-tone, but the making of the 
original color records, of which the engraved plates are duplicates, is 
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one of the most subtle and fascinating procedures in the whole realm 
of Graphic Arts. 

Three separate record negatives of the colored subject are made 
through separate color filters; from these, three positives are produced, 
and three engraved plates from them, making nine operations that 
are required by the indirect method. By the direct method, where 
the color record negatives are made through the color filters and the 
half-tone screen at one time, the different steps are but three—one 
for each color. 

Physiologically considered, the faculty of color recognition is 
alleged to rest in a series of three sets of nerve fibrils present in the 
human eye. When all are excited at the same time and to the same 
extent, a “white” color sensation results; and when at rest, black is 
the dominant condition of “color” stimulus. When those of red sus- 
ceptibility are excited, a red sensation follows; green institutes green, 
and violet, consciousness of a violet color. The red, green, and 
violet are optical colors. In practice it is found that the great 
majority of three color transparent pigments used are Red, Yellow, 
and Blue. The red printing plate contains all of the red values of 
the original in their proper degree; the yellow, the variations of yel- 
low; and the blue, all the changes of this color. Where red and 
blue combine, violet is produced, and where yellow and blue are 
printed over each other, green is the result. Variations in the 
percentage of any of the colors will change the combined color effect 
accordingly. Theoretically, by using varying proportions of the three 
primary colors, all the other color mixtures or hues can be produced. 

Reasoning backward from the color print, in the case of each color, 
a red engraved plate for its reddest portion requires a negative for its 
production which for the corresponding part shows the largest 
amount of clear glass, or what is called the smallest “pin point” 
opaque dots, while the portions of least red are represented by the 
most opaque parts of the negative. Continuing the backward rea- 
soning, the clear parts of the negative represent the greatest red of 
the engraved plate and of the object, and the semi-transparent parts 
only red in its varying degrees of strength. A transparent part of a 
negative is indicative of little or no light action; hence, the red rays 
from the object have had no effect on the senaitive plate, but the 
yellow and the blue rays have produced the opaque portions. A 
filter of green color placed in the camera has sifted out—filtered out, 
or held back the red rays, while allowing the others to pass through. 
From which we see that the filter color is complementary to the print- 
ing color. In‘the case of the yellow a similar series of effects follow 
each other, but this time it is the yellow rays that are held back and 
the red and blue are allowed to pass through a violet filter, and the 
blue effects also follow a similar order by being themselves cut off by 
an orange filter, which only allows the yellow and red rays to pass. 
In each case advanecd workers resort to color bathing for the dry 
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EXAMPLES OF JAPANESE ART. 


FROM THE BOSTON MUSEUM OF FINE ARTS. - 


Study of a Peacock. (Eighteenth Century.) 
. Study of Deer. (Eighteenth Century.) 
. Study of a Cormorant, by Nishiyama Hoyen. & 
White Fox, by Ippo. 
In things Japanese this Museum has a collection which is 
Only rivalled in the Japanese Imperial Museum, not only in 
examples of paintings of nearly every period, but in sculpture 
and the minor arts. & 
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plates, or they incorporate a color in the sensitive film, as in collodion 
emulsion work. But for ordinary comprehension of the subject, it is 
best to only recognize the colored filters which are placed in the 
camera, either in front of the plate or the lens. By means of this 
wonderfully simple, though marvellous process, the “optical artist” 
succeeds in accomplishing with three plates and printings what had 
up to its actual performance been considered a chimera, and its strong- 
est advocates elegated to the category of dreamers. 

But perhaps the most wonderful of the wonders of photography 
to the uninitiated are the moving pictures, and in a very few brief 
sentences I propose to close this article with a description of 


HOW MOVING PICTURES ARE MADE. 

The moving picture phase of Photography is made possible by 
reason of extra rapid lenses, specially sensitive plates, and the inertia 
of the human eye. If it were not for the fact that the sensation of 
vision can be cleverly deceived, the production of moving pictures 
would be impossible.’ This may be explained by stating that the 
persistence of vision which prolongs the visual impression after its - 
cause has been removed, enables one to take a large number of photo- 
graphs immediately following each other, so that the time between 
_ them is less than one-tenth of a second, and causing them to pass 
before the eye at the same speed at which they were made, the eye 
will hold the impression of one picture, unbroken, long enough until 
the next image comes into view; hence, the effect on the eyes is that 
of a steady movement of the object photographed, because each suc- 
ceeding photograph has depicted the portions of the moving object in 
a slightly changed position from the preceding one. Suppose the case 
of a moving arm from a vertical to a horizontal position. Assume 
the whole movement to require one second and photographs made at 
intervals of one-twentieth second, then twenty separate pictures would 
be made showing the arm in twenty different positions. If these are 
passed before the eye at the same speed the image of the arm will be 
seen to move in imitation of the original, because the light action 
through the different photographs is more rapid than the change of 
impression on the eyes of the observer. If such photographs were 
shown at a slower speed the eye would detect where one ended and the 
other began. Even with the best apparatus some movements occur 
so rapidly that the camera only catches a few positions, from which 
there follows a series of jerky changes as the images are thrown on a 
screen. F 

Some wonderful nature studies have been made possible by this art; 
and aside from the realm of entertainment, the use of moving pictures 
in the study of complex mechanical movements has a great value, 
because the succeeding photographs can be examined individually 
and the minutie of each change noted with great facility and 
exactitude, 


FAMOUS PAINTERS AND SOMP OF THHIR NOTABLE WORKS. 


Notn.—This, of course, is not a complete list of Famous Painters, nor is it a 
complete list of their works. It is intended to serve as an Introduction to the 
vast field and to furnish a series of fingerposts for those who would acquaint 
themselves with the lives and works of the great masters. 


ABBEY, EDWIN AUSTIN. 1852- . American. Some Chief Works: The Quest of 
the Holy Grail, in the Boston Publie Library; The Coronation of King Ed- 
ward; Richard the Third and Lady Anne; Hamlet. He has also illustrated 
many books. 

ALMA-TADEMA, Str LAURENCE. 1836- . English. Some Chief Works: Roman 
Dance; Bacchante; In the Tepidarium;. Antony and Cleopatra; An Audit 
ence at Agrippa; A Reading from Homer. Biographies by Ebers, 1886; 
Standing, 1905; Zimmern, 1902. 

ANGELICO, FRA GIOVANNI. 1387-1455. Italian. Some  Ohief Works: The 
Coronation of the Virgin, in the Louvre, Paris; Glory, in the National 
Gallery, London ; and many famous frescoes. Biographies by Douglas, 1902; 
Supino, 1902, tr. by Leader Scott; Williamson, 1901; in ‘‘Masters in Art,” 
1903, vol. iv, pt. 38. I 

APELLES, flourished about 340-305 B.c. Greek. Some Chief Works; Venus Rising 
from the Sea; Portrait of Alexander. 

BHLLINI, GIOVANNI. 14287-1516. Italian. Some Ohief Works: Infant Jesus; 
Holy Virgin; Baptism of the Lord; Christ and the Woman of Samaria. 
Biographies by Fry, 1901; in ‘Masters in Art,’ 1900. 

BuaKh, WILLIAM. 1757-1827. English. His greatest work is Illustrations to 
the Book of Job. Biographies by Story, 1893; Langridge, 1904. Other 
biographies treat Blake mainly as a poet. 

BoNHEUR, ROSA. 1822-1899. French. Some Chief Works: Horses Threshing 
Corn; The Horse Fair; Straits of Ballachulish ; Cattle of Brittany ; Denizens 
of the Highlands; A Noble Charger; An Old Monarch. Biographies by Hird, 
1904; Peyrol, 1889; Roger-Miles (French), 1900; in “‘Masters in Art,” 1903. 

BOTTICHLLI, ALHSSANDRO KILIPEPI. 14477-1510. Italian. Some Chief Works: 
Venus Rising from the Sea; Venus Adorned by the Graces; Illustrations of 
Dante’s works. Biographies by Ady, 1904, including bibliography; Stein- 
mann, 1901; Streeter, 1903; and in ‘Masters in Art,” 1900. 

Breton, JuLES ADOLPHE AIM® LouIS. 1827- . French. Some Chief Works; 
Misery of Despair; The Return of the Harvesters; The Gleaners; Blessing 
the Wheat; Calling Home the Reapers; Hvening. Autobiography, 1892. - 

Brown, Forp Mapox. 1821-1893. English. Some Chief Works: Lear and His 
Daughters; Farewell to England; Work. Biography by Hueffer, 1896. 

BUONABROTI, MicHEL ANGELO. 1475-1564. Italian. For his chief work see the 
article on the Sistine Chapel, Rome (p. 79). The Last Judgment was his 
last great work. Biographies by Clement, 1891; Grimm, 1868; Holroyd, 
1903; Strutt, 1904; Symonds, 1893; in “Masters in Art,” 1901. 

CLAUDE-LORRAIN. 1600-1682. French. Small copies of all his works are con- 
tained in his set of books, called The Books of Truth. Biography by Grahame, 
1895; and in “Masters in Art," 1905. 

CONSTABLE, JOHN. 1776-1837. Bnglish. Some Ohief Works: The Cornfield; 
The Valley Farm; The Hay Wain. Biographies by Chamberlain, 1903; 
Henderson, 1905; Holmes, 1901; Windsor, 1903. 

CoPpLEY, JOHN SINGLETON. 1737-1815. American. Some Chief Works: The Death 
of Lord Chatham (Pitt) ; Portrait of John Hancock. Biographies by Amory, 
1882; and in “Masters in Art,’? 1904. : 

CORNELIUS, PETER VON. 1787-1867. German. Chief Work; The Four Riders 
of the Apocalypse, in the Royal Mausoleum, Berlin. 

Corot, JHAN BaptistTH CAMILLE. 1796-1875. French. Some Ohtef Works: 
The Flight into Egypt; The Baptism of Christ; and many landscapes. 
eeneraplins by Holme, 1903; Moreau Mélaton; and in ‘Masters in Art,” 

CorruGGio, ANTONIO ALLHGRI. 1494-1534, Italian. Some Chief Works: Night; 
St. Jerome; The Penitent Magdalene; Christ in the Garden of Olives; 
Fresco paintings in the Cathedral of Parma, Italy. Biographies by Baxter, 
1902; Brinton, 1906; Hurll, 1901; Scott, 1902; Moore, 1906; and in “Mas- 
ters in Art,” 1901. 

sails cite scar res aren: Fae epee Some Chief Works: Pool 
° ylien ; Springtime ; e Rising Moon ; e Vintage. Biograph ol- 
lett, ‘Painters of Barbizon,’’ 1890, vol. ii, . enenens ve A 

Dork, Gustav. 1832-1883. French. Some Ohief Works: Christ Leaving the 
Pretorium; The Flight into Bgypt; Illustrations of the Bible and “Paradise 
Lost.” Biography by Jerrold, 1891. 

Dou, GurarD. 1613-1675. Dutch. Some Ohief Works: Portrait of himself; 
The Hermit; The Evening School. Biographies by Martin, 1902; in “Mas- 
ters in Art,” 1903. 
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Direr, AuBREcHT. 1471-1528. German. Some Ohief Works: Adam and Eve; 
Fortune; Melancholy; St. Hubert; St. Jerome; The Revelation of St. John. 
Biographies by Cust, 1897; Knackfuss (in German), 1897; Moore, 1905; 
in “Masters in Art,” 1901 and 1904. 

Dyck, Sir ANTON vAN. 1599-1641. Flemish. Some Chief Works; St. Martin 
Dividing His Cloak; The Crucifxion; The Ascension; The Adoration of the 
Magi; The Ecstasy of St. Augustine; Christ Crucified Between Two Thieves. 
ea es by Cust, 1903; Knackfuss (in German), 1896; in “Masters in 

py ed : 

Eyck, Husret VAN (1366-1426) and JAN vAaN_ (1370-1441). Flemish. Some 
Chief Works: The Adoration of the Lamb (H.); Chancellor Rollin Kneeling 
psa ae Virgin (J.). Biographies by Weale, 1903; and in “Masters in 

rt,” . ( 

Fanp, THOMAS. 1826-1900. Scotch. Some Chief Works: The Rustic Toilet; 
The Old English Baron; Jeanie Deans; The Motherless Bairn; Shakespeare 
and His Contemporaries. 

GAINSBOROUGH, THOMAS. 1727-1788. English. Some Chief Works: The Blue 
Boy ; Portraits of Mrs. Siddons, Mrs. Sheridan ; The Market Cart; The Water- 
ing Place; The Hon. Mrs. Graham. Btographies by ernie td 1904; Bell, 
1902; Boulton, 1905; Gower, 1903; in ‘Masters in Art,” 1901. 

GriorGionn, In (Giorgio Bardarelli). 1477-1510. Italian. Some Ohief Works; 
Christ Carrying His Cross; Salome Receiving the Head of John the Baptist ; 
Jesus on His Mother’s Knee; The Rural Concert. Biographies by Cook, 
1900; in ‘‘Masters in Art,’ 1903. 

Gi1oTro, AMBROGIOTTO DI BUONDONE. 1276-1336, Italian. Some Ohief Works: 

' The Navicelli at Rome; Fresco paintings in Florence; The History of St. 
Da ea Prediag Biographies by Perkins, 1902; Ruskin, 1900; in “Masters 
in Art,” 1 i 

GrREUzE, JBAN BAPTISTH. 1725-1805. French. Some Chief Works: The Broken 
Pitcher; Madame Pompadour; Return of the Prodigal; The Marriage Con- 
tract. Biographies by Armitage, 1902; in ‘‘Masters in Art,’ 1904. 

Haus, FRANZ. 1584-1666? Dutch. Some Chief Works: Singing Boys; A 
Cavalier; A Family Group; Banquet of Officers; The Jolly Topers; The 
Burgomasters. Biographies by Davies, 1902; Knackfuss (in German), 1896; 
in ‘‘Masters in Art,’ 1900. 

HoBpBeMA, MEYNDERT. 16387-1709. Dutch. Some Chef’ Works; Mili; Avenue 
of Trees; Water Wheel. 

WioGarRTH, WILLIAM. 1697-1764. English. Some Ohief Works: The Rake'’s 
Progress; Marriage & la Mode; The Roast Beef of Old England; The Gate 
of Calais; The Election, Biographies by Anstruther, 1902; Brown, 2906; 
and in “Masters in Art,” 1902. 

Hoxusal. 1760-1849. Japanese. Biography by Holmes, 1901; Perzynsk? (in 
German), 1904. 
HOLBnHIN, ANS. 1497-1543. German. Some Chief Works: The Dance of 
Death; Family of the Burgomaster Meyer. Btographies by Chamberlain, 

1902; Knackfuss, 1899; Woltmann, 1872; in ‘‘Masters in Art,’ 1902. 

HoMER, WINSLOW. 1836- . American. Famous for his figure pieces, marines, 
and particularly his ag studies. Some Chief.Works: The Lookout, “All’s 
Well”; Fog Warning; Fishing. 

Hont, WILLIAM HOLMAN. 1827- . English. Some Chief Works: The Light of 
the World; The Scapegoat; Isabella and the Pot 'of Basil; The Finding 
of Jesus in the Temple; The Shadow of the Cross; The Afterglow. 
Biography by Williamson, 1902. , 

INNESS, GEORGH. 1825-1894. American. Some Ohief Works: The Delaware 
Water Gap; American Sunset; Peace and Plenty; River of Life; A Pass- 
ing Storm; Twilight; The Afterglow. Biography by Trumble, 1895. 

Jonzs, Sir Epwarp Coury Burney. 1833-1898. English. Some Ohief Works: 
Merlin and Vivien; The Wine of Circe; The Golden Stairs; King Cophetua ; 
The Brazen Tower; The Bottom of the Sea. Biographies by Bell, 1895; Mrs. 
Burne-Jones, 1904; in “Masters in Art,” 1901. G 

La FarGy, JOHN. 1835-_. American. Some Chief Works: The Battle Window 
in Memorial Hall, Harvard, and many other stained-glass windows. Biog- 
raphy by Waern, 1896. 

LANDSEER, SIR EDWIN Henry. 1802-1873. English. Some Chief Works: High 
Life and Low Life; Jack in Office; The Shepherd’s Chief Mourner; A 
Distinguished Member of the Humane Society; Laying Down the Law; 
There’s Life in the Old Dog Yet; Monarch of the Glen. Biographies by 
Hurll, 1901; Manson, 1902; in ‘Masters in Art,” 1904. 

LAWRENCH, Sirk THOMAS. 1769-18380. ‘English. His work was chiefly portraits 
of the people of his day. Biography by Williams, 1831. 

LEBRUN, MMR. Marin Louise ELISABETH (VIGEE). 1755-1842. Some Chief 
Works: Portrait of herself and daughter; The Prince of Wales; Lord Byron, 
etc. Memoirs, 1903. Biography in ‘‘Masters in Art,’ 1905. 

LEIGHTON, SIR FREDERICK. 1830-1896. English. Some Chief Works: Hercules 
Wrestling with Death; Daphnephoria; Music Lesson; Captive Andromache; 
Ball Players. Biographies by Barrington, 1906; Lenbach, 1898 (in Ger- 
man) ; Williamson, 1902. 
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Liprr, Finiprprno. 1457-1504, Itallan. Some Ohief Works: Frescoes in the 
Brancacci Chapel in Florence; The Virgin and the Saints; The Adoration of 
the Magi; The Vision of St. Francis. Btography by Konody, n. d.; Strutt, 
1901; in ‘‘Masters in Art,” 1905. Y é 

Manrnana, ANDREA. 14317-1506. Italian. Some Ohief Works: Altar-piece in 
St. Zeno, Verona; The Triumph of Julius Cesar; Madonna della Vittoria ; 
Wisdom Vanquishing Vice; Parnassus. Biographies by Cruttwell, 1901; 
Kristeller, 1901; in “Masters in Art,” 19057 Yriarte, 1901 (in French). 

MATSYS, QUENTIN. 1460-1529. Flemish. Chief Work: The Descent from the 
Cross, in Antwerp Cathedral. 

MEISSONIER, JHAN LouUIs ERNEST. 1815-1891. French. Some Ohief Works: 
The Cuirassier or 1805; Friedland or 1807; French Country, 1814; Illus- 
trations for “Paul and Virginia,” and Balzac’s novels. Biographies by 
Gérard, 1897; in “Masters in Art,” 1904. 

MEMLING, HANS. 14407-1494. Dutch. Some Ohief Works: The Last Judg- 
ment; Seven Sorrows and Seven Joys of the Virgin; Marriage of St. 
Catherine; Adoration; Portraits of Sir John Donne and Burgomaster 
Moreel. Biographies by Kunstler, 1899; Weale, 1901; in “Masters in Art,” 
1904. 

MILLAIS, SIR JOHN EvmRETT. 1829-1896. English. Some Chief Works; Ferdi- 
nand and Ariel; Mariana in the Moated Grange; The Huguenot Lovers; 
The Black Brunswicker; Ophelia; Chill October; Effie Deans; The Princes 
in the Tower; Cinderella; Mercy; St. Bartholomew’s Day, 1572. Biography 
by Baldry, 1899. . 

MiLuLwr, JEAN FraNcors. 1814-1875. French. Some Ohief Works; The Sheep 
Shearers; The Gleaners; The Sower; The Shepherdess with Her Flock; The 
Angelus. Biographies by Ady, 1896; by Hurll, 1900; Muther, 1905; Staley, 
1903. 

MungAcsy, Mindvy. 1846- . Hungarian. Some Chief Works: The Con- 
demned; Wartime; The Village Hero; Father’s Birthday; Milton Dictating 
“Paradise Lost’; Christ before Pilate; Crucifixion; Mozart’s Last Moments. 
Biography by Ilges (in German), 1899. 

MURILLO, BaRTOLOMH -ESTEBAN. 1618-1682. Spanish. Some Ohief Works: 
Death of Santa Clara; St. James Distributing Alms; Marriage of St, 
Catharine; Conversion of St. Paul; John the Baptist. Biographies by 
Knackfuss (in German), 1897; Williamson, 1902. 

ORCBARDSON, WILLIAM QUILLHR. 1835- . English. Some Chief Works; On 
Board H. M. S. Bellerophon; Mariage de Convenance; The Duke’s Ante- 
chamber; The Challenge. Biographies by Armstrong, 1905; Little, 1897. 

PERUGINO, PIETRO VANUCCI. 1446-1524. Italian. Some Chief Works: The Pieta; 
The Ascension; The Infant Christ; Madonna Bnthroned; The Baptism. 

PINTURICCHIO (BERNARDINO DI BETTI). 1454-1513. Italian. Some Ohief Works: 
Frescoes in the Sistine Chapel, Rome; Paintings illustrating the life of 
Pope Pius II; Many altar-pieces. Biographies by Phillips, 1901; Ricci, 
1902; Steinmann, 1898. 

Porrnr, PauLtus. 1625-1654. Dutch. Chief Work: “The Bull.” 

Poussin, NIcoLAS. 1594-1665. French. Chief Work: Seasons Dancing before 
Time. Biography by Denio, 1899. 

RagBuRN, Sir Henry. 1756-1823. Scotch. Ohief Works: Many portraits of 
SS aa of his day. Btography by Armstrong, 1901; Pinnington, 

RAFFAELLO, SANTI. 1483-1520. Italian. Some Ohief Works; The Transfigura- 
tion; Madonna di San Sisto; St. Cecilia; The Parnassus; Jurisprudence; 
Attila; The Deliverance of St. Peter; Entombment of Christ. Blographies 
by Bell, 1891; Crowe and Cavalcaselle, 1882-1885 ; Knackfuss, 1899; Muntz, 
1888; Scott, 1902; Strachey, 1900. : ; 

REMBRANDT, HERMANZOON VAN_RIJN. 1608-1669. Dutch. Some Ohief Worke: 
The Anatomical Lecture; Descent from the Cross; St. Thomas; Tobias and 
His Mother; The Night Watch; Christ Healing the Sick; Portrait of his 
mother. Biographies by Bell, 1899; Breal, 1902; Knackfuss, 1899; Michel, 
1894, including bibliography; Neumann (in German) ; Rea, 1903. 

RBYNOLDS, Sir. JosHua. 1723-1792. Bnglish. Some Chief Works: Count 
Ugolino and His Children; Mrs. Siddons as the Tragic Muse; Master Bun- 
bury; The Strawberry Girl; Simplicity; Portraits of the Duchess of Man- 
chester, Mrs. Blake, Mrs. Crewe, etc. Biographies by Armstrong, 1900; 
Boulton, 1905; Cleeve, 1902; Gower, 1902. 

Rippra, Josh DI. 1586-1656. ee aoge Some Ohief Works: Peter Repenting; 
St. Jerome Hearing the Archangel’s Trumpet. 

ROMNEY, Ghorap. 1734-1802. Wnglish. Some Ohtef Works: Portrait of Lady 
Hamilton; Illustrations in Boydell’s Shakespeare Gallery. Biographies by 

e Cleeve, 1901 ; Gower, 1904 j Maxwell, 1902, 

OSSETTI, DANTH GABRIEL. - . English. Some Chief Works; Infan 
Christ; The Beloved; Dante’s Dream; Beata Beatrix; i ARs. Proser oe 
The Blessed Damozel. Biographies by WHueffner, 1902; Marillier, 1904; 
Rossetti, 1895 and 1903. 

Rusens, Sir Pywrpr Pavuy. 1677-1640. Flemish. Some Chief Works: The 
Descent from the Cross; Chapeau de Paille; Children Bearing Fruit; Pergseug 
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SCENES FROM WILLIAM HOGARTH’S “INDUSTRY AND 3 


KORO 


IDLENESS.” 
1. The Idle Apprentice at Play in the Churchyard. 
2. The Industrious Apprentice out of his Time and Married to v 
His Master’s Daughter 

3. The Idle Apprentice Executed at Tyburn. 
4. The Industrious Apprentice, Lord Mayor of London. 

Hogarth was the greatest original painter of the English life 
and manners of his time, (1697-1764). It is often said that he 


has done in pictorial Art what Shakespeare has done in liter- 
ature, holding the mirror up to nature, and through the eye 


Zee 


corfecting the heart. : 
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and TON, Biographies by Knackfuss, 1964; Michel, 1899; Rea, 1905; 

ooses, 1904. 

TmNInRS, Davip (the younger). 1610-1694. Flemish. Some Chief Works: The 
Prodigal Son; St. Peter Denying Christ; The Temptation of St. Anthony ;: 
Card Players in a Tavern; Spring; Summer. 

TINTORETTO, JACOPO ROBUSTI. 1518-1594. Italian. Some Ohief Works: The 
Crucifixion ; Miracle of the Slave; Marriage of Cana; Paradise; Belshazzar’s 
Feast; The Last Supper; The Last Judgment. Biographies by Osler, 1882: 
Stearns, 1894. 

Tissot, JAMES JOSEPH JACQUES, 1836-1902. French. Some Ohief Works: 
Faust and Marguerite; Bible Illustrations. Biography by Levy, 1900. 
TIZIANO, .VECELLI DI Capore. 1477-1576. Italian. Some Chief Works: The 
Death of St. Peter; Sacred and Profane Love; Assumption of the Virgin; 
The Sleeping Venus. Btographies by Crowe and Cavalcaselle, 1881; Gronan, 
PR rs a 1897 (in German); Phillips, 1898; and in “Masters in 
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TRUMBULL, JOHN. 1756-1843. American. Some Chief Works: Battle of Bunker 
Hill; The Declaration of Independence. Brief sketch by Weer, 1901. 

TURNER, JOSEPH MALLORD WILLIAM, 1775-1851. English. Some Ohief Works: 
The Old Téméraire; Venice; Mercury and Argus; Decline of Carthage; 
Temple of a eees The Golden Bough. Biographies by Armstrong, 1902: 
Chignell, 1902; Hamerton, 1889; Monkhouse, 1899; Thornburg, 1877; and 
in “Masters in Art,’’ 1902. 

VELAzQUEZ, Dir@o RODRIGUEZ DB Siuva yr. 1599-1660. Spanish. Some Chief 
Works: Adoration of the Magi; merge of Vulcan; Joseph’s Coat; St. An- 
thony ; Surrender of Breda; Crucifixion; Coronation of the Virgin. Biog- 
raphies by Breal, 1905; Justi, 1889; Knackfuss, 1896 (in German) ; Steven- 
son, 1899; Williamson, 1901; and in ‘‘Masters in Art,’ 1900. 

VERESCHAGIN, VASILY VASIL’EVICH. 1842-1904. Russian. Some Ohief Works: 
Family of Jesus; The Resurrection. Autobtography, 1887, and Biography by 
Jabel, 1900 (in German). 

VERONESE (PAOLO CAGLIARI). 1528-1588. Italian. Some Ohief Works: The 
Marriage Feast at Cana; The Calling of St. Andrew; The Feast of Simon; 
The Presentation of the Family of Darius; St. Helena’s Vision. Biographies 
by Bell, 1904; Meissner, 1897 (in German) ; and in ‘‘Masters in Art,’’ 1904. 

VINCI, LEONARDO DA. 1452-1519. Italian. Some Chief Works: The Last Sup- 
per; Mona Lisa; Soldiers Surprised; The Battle of the Standards. Biog- 
align 2 Prema 1904; Muntz, 1898; Rosenberg, 1903; and in “Masters 
in Art,’ : 

Warrrau, JEAN ANTOINE. 1684-1721. French. Some Chief Works: Judgment 
of Paris; Clowns. Biographies by Mollett, 1883; Rosenberg (in German) ; 
Staley, 1902; and in ‘Masters in Art,” 1903. 

Watts, GrorGE FREDERICK. 1817-1904. English. Some Chief Works; Life’s Il- 
lusion; Sir Galahad; Love and Death; Hope; Judgment of Paris; Fata 
Morgana; The Angel of Death. Biographies by Barrington, 1905; 
Bateman, 1901; Chesterton, n.d.; Macmillan, 1903; Schleinitz, 1904 
(in German) ; and in “Masters in Art,” 1905. 

WEST, BENJAMIN. 1788-1820. American. Some Chief Works; Death of General 
Wolfe; Death on the Pale Horse; Christ Healing the Sick. Biography by 
Jackson, 1900. 

WHISTLER, JAMES ABBOT MCNEILL. 1884-1903. English. Some Chief Works: 
The Artist’s Mother; Portrait of T. Carlyle; Sets of Etchings of Paris; 
The Thames; Venice. Biographies by Bell, 1904; Cary, 1907; Duret, 1904 
(in French) ; Eddy, 1903; Menpes, 1904; Way, 1904. 

WILEIZ, Sir Davi. 1785-1841. Scottish. Some Chief Works: The Blind 
Peddler; Rent Day; Rabbit on the Wall; Cotter’s Saturday Night; Dunean 
Cane? Blind Man’s Buff. Biographies by Bayne, 1903; unningbham, 
1848; Gower, 1902; Mollett, 1881; Pinnington, n.d. 

ZEUXIS, flourished about 430-400 B.c. Greek. Some Famous Works: Helen; 
Infant Hercules; Zeus in the Assembly of the Gods. 


GREEK SCULPTURE. 


By Epmunp von Maca, Pu. D. 


sculpture. It is simple, and therefore defies definitions. We 

may feel it, but we cannot express it. The reason it has lost 

its power to-day is that we have listened to what has been said 
about it instead of coming in contact with it. No amount of book 
knowledge makes up for the lack of familiarity with original pieces 
of sculpture. “Open your eyes, study the statues, look, think, and 
look again,” is the precept to all who would learn to know Greek 
sculpture. 

Some introductory helps and guides, to be sure, are not to be 
despised: they clear one’s mind of prevailing misconceptions. Sug- 
gestions in this direction, however, often do more than exhaustive 
discussions, for they stimulate individual thought. 


T": spirit of Greek sculpture is synonymous with the spirit of 


RAPIDITY OF GROWTH. 

Greek sculpture was of remarkably rapid growth, developing under 
conditions which are not generally believed to be favorable. Few 
countries ever underwent such rapid changes as Greece, for the 
suddenness with which the Mycenzan civilization was swept away, 
perhaps by the Dorians, is unequalled in history. The three or four 
centuries following upon the Dorian invasion (about 1000 B.c.)—the 
dark middle ages of Greece—were full of violent political upheavals; 
and the whole of the historic period of Greece was characterized 
by unsettled conditions. States rose and fell with startling rapid- 
ity. Athens was an insignificant community before the time of 
Peisistratos, and is hardly mentioned in the Homeric poems (about 
800 B.c.). Her ascendency dates from the Persian wars (490-480 
B.C,), but before the century closed, her glory was over. Alexander 
the Great came to the throne in 336 B.c.; he carried his standards 
to India, and when he died Macedonia was destined no longer to be 
a world power. Pergamon came into prominence in 241 B.c. under 
Attalos I., and disappeared from among the powers of the earth in 
133 B.c. America is spoken of as a new country, but it is almost as 
old as Greece was when she was absorbed by Rome; and more years 
have elapsed since the American Declaration of Independence than 
intervened between the rise and fall of Athens. 


THE TRIUMPH OF THE FEW. 
Peace and leisure are commonly believed to be the prerequisites 
for a period of great art. They surely are, but they must not be 
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understood to refer to external conditions only. It is not the sur- 
roundings of the people that tell, but their state of mind; nor is it 
necessary that all share the blessing of a noble character. The 
fervor of the few has often achieved the triumphs of a nation. It 
is a mistake to credit all the Athenians, or even the majority of them, 
with an artist’s love of the beautiful. The petty, unjust, middle- 
class man, as he appears in Aristophanes’s comedies and in Plato’s 
dialogues, with his narrow horizon and jealous prejudices, does not 
explain the sudden rise of Athens, though he may, and probably does, 
account for her rapid fall. It was in spite of him and his fellows 
that Athens gained her superiority. 

In the field of art, therefore, the importance of the individual - 
artists cannot be overestimated. Sir Robert Ball is on record as say- 
ing that scientific discoveries follow the law of necessity, though 
they may be hastened by the presence of big men. If Watt had not 
discovered the power of steam, some one else would have done it; 
and several men were ready to announce to the world Darwin’s theory 
of the survival of the fittest. “But,” Sir Robert added, “what would 
the world of music be, if Beethoven had not lived?’ What is true , 
of music is true also of sculpture, or of any of the thought-expressing 
fine arts. Some of the noblest Greek statues would never have been 
ereated if Pheidias had not lived. “Dost thou not know,” exclaims 
an ancient writer, “that there is a Praxitelean head in every stone?” 
But, it may be added, it takes a Praxiteles to bring it out. Only~ 
after the confusing mass of encasing rock has been hewn away does 
the head reveal its meaning. Most of us, to understand a thought, 
need its expression. The reality of the thought, however, cannot be 
denied even when no expression has been vouchsafed it, for it is 
independent of our conception of it. 


SMALL RANGE OF SIMPLE IDEAS. 

The realm of thoughts expressed in Greek sculpture was circum- 
scribed and far removed from the complexity of modern times. A 
few simple ideas well, expressed form the charm of Greek art. Ade- 
quacy of expression, indeed, has at times been considered an essential 
part of Greek art; and many have spoken of Shelley, Keats, Holderlin, 
and athers, as Greek, not because these men thought as the ancients 
did but because they knew how to express their feelings adequately. 
They were Greek, however, only in part, for they lacked the second 
quality of ancient art,—simplicity. True simplicity with human 
beings is ‘rarely spontaneous. The beauty of the Parthenon was the 
result of much clear thinking and right feeling. It was, therefore, 
understood by all, and had become in the very year of its completion, 
as Plutarch says, a classic. 


THE APPEAL OF A WORK OF ART. 
The power to appeal to all classes of men is given to but few artists, 


106 THE FINE ARTS, MUSIC, AND THE DRAMA 


for it requires not only great skill but also a sympathetic knowledge 
of human nature. This fact is often overlooked. People forget 
that the appeal of a work of art is directed to the higher faculties of 
man but that it is made through his eyes. Few things are seen just 
as they are. The house that we think we see is very different from 
the pyramidal image of the house that appears on the retina of our 
eye. The only reason why we are not misled is that we are thoroughly 
familiar with the house. No such familiarity can be supposed to 
exist with the work of art. The discrepancy between the imaginea 
object and its realistic representation must be taken into considera- 
tion and allowances be made for the peculiarities of human vision, 
The artist is not permitted to forget that in order to convey his 
thoughts he borrows shapes from objective nature, and that he makes 
his appeal to human, that is subjective nature. He will select of all 
possible subjects only those that are readily understood, and carve 
them in a way that is calculated to meet the requirements of the 
human power of perception. The moral and intellectual development 
of a race, therefore, requires changes in the selection of ‘suitable 
subjects and also in the mode of their representation. 


PERIODS OF GREEK SCULPTURE. 

The Greeks worked along these lines. It is therefore not astonish- 
ing that their sculpture can be divided into periods to correspond 
to the several steps in their civilization. The spirit of their art 
never changed. Not all sculptors, to be sure, were invariably true 
to it. However correct their ideas were they could not help giving 
them an individual interpretation. This makes it necessary to dis- 
tinguish between what a sculptor meant to do and what he actually 
did. Just here the archeological treatment of ancient art has erred 
most. The detail which in the process of creation has detached 
itself from-the whole has been considered by many to be the ex- 
_ pression of a new conception. This is a mistake. The Athenian 
tendencies to over-elaboration, for instance, and the Polykleitean 
neglect of the nobler side of human nature, are only periodic aber- 
rations. They are entirely outside the even spirit of Greek sculpture, 
and find their explanation in the passing likes and dislikes of a 
few men. 

Such instances of undue attention paid to one detail or another 
had, of course, to leave their impress upon subsequent art mani- 
festations. Their influence, however, would have been vastly greater 
if they had been the intentional introduction of a new conception, and 
not merely the accidental exaggeration of a minor part. It is well 
worth noticing that the overgreat delicacy of early Athenian sculp- 
ture is followed by Pheidias; and that Polykleitos, with his disregard 
of man’s noblest side, is immediately superseded by Praxiteles and 
Skopas, who were the greatest masters in the expression of the 
passions of the human soul, 
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GREEK SCULPTURE IN ITS RELATION TO NATURE: THE MENTAL IMAGB. 

Greek sculpture exhibits a quality which is strongly opposed to 
what is termed realism. Since realism and idealism are opposites, 
Greek sculpture often has been called idealistic. The realist in art 
endeavors to represent nature as she really is with all her accidentals 
and incidentals, and is often so far carried away by these minor 
“quantities that he is unable to catch the true, though fleeting, 
essence of the object. The idealist consciously disregards the appar- 
ent details, spending his efforts in emphasizing the idea which he 
finds embodied in the object selected for representation. Both men 
work from the visible objects of nature, which they try to reproduce. 
Not so the Greeks. 

Every one has what may be styled a mental image or a memory 
picture of his familiar surroundings. To represent these mental 
images accurately was the aim of the Greeks. They endeavored to 
make real their ideas, and are therefore rather realists than idealists. 
But since both these terms at the present time are applied to the 
definite classes of people mentioned above, it. is confusing to use 
them in speaking of the ancient Greeks. This is also true of the 
modern use of the word “elimination,” by which most writers mean 
“an intentional omission or suppression of details.” The absence of 
unnecessary details in Greek sculpture was not due to conscious 
eclecticism, but to the fact that such details have no place in one’s 
mental images. . 

The mental image or the memory picture is the impression left 
upon one after seeing a great many objects of the same type. It is 
in the nature of the Platonic idea, purified and freed from all 
individual or accidental ingredients. At times it may even be 
strangely at variance with a particular object of the class to which 
it belongs. The human memory is a peculiarly uncertain faculty, 
and in its primitive stage, though quick to respond, very inaccurate. 
The shape of a square sheet of paper is readily remembered, and 
so is a pencil or any other uniform and simple object. Our mental 
image of an animal is less distinct. We remember the head and the 
legs and the tail, and perhaps the body, if it is a prominent part, as in 
the case of a dog or a horse; but all these parts are unconnected, and 
if a child, for instance, is asked to draw a man, he will remember 
the head and arms and legs, but will not know how to join them 
together. His mental image of the man as a whole is too indistinct 
to guide him. In nature the several parts are united in easily flow- 
ing eurves—they grow together; in our mental image they are simply 
put together. 

This process of putting together is entirely unconscious, causing 
us little concern unless we are compelled to reproduce it on paper or 
in stone, and are forced to compare it with the actual objects about 
us. Professor Lowy cites a remarkable instance of a perverse mental 
image on the part of the crude Brazilian draughtsmen, who were 
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much impressed by the moustaches of the Europeans and represented 
them as growing on the foreheads instead of on the upper lips. In 
the mental image the upper lip is very unimportant, while the broad 
stretch of the forehead fills a more prominent place. It is on the 
forehead, therefore, that the moustache is introduced, in spite of 
the fact that this is contrary to nature and could daily be proved 
wrong by even the hastiest glance. 

It is not necessary, however, to go so far afield in order to realize 
the peculiar pranks of mental images. Let the reader call to mind 
pictures of horses, dogs, flies, lizards, and the like. Horses and dogs 
he will see in profile; lizards and flies from above. If he is shown 
one of the recent posters of racing horses from above, such a view 
does not at once agree with his memory image, and requires a special 
mental effort to be understood, however accurate it may be. The 
same is true of the picture of a fly in profile, or, perhaps, a dog seen 
from the front. Neither of these pictures immediately conveys to 
him the idea of the animal represented, though it probably is more 
like this particular view of the anims than his own distorted mental 
image. 

On general principles our mental images of familiar objects ought 
to be the more distinct. This is, however, not always the case. When 
‘ we see an animal for the first time we carefully observe it; with 
every succeeding time we give it less attention, and by and by the 
most cursory glance satisfies us. The ultimate result of such a 
procedure is that we carry away with us a mental image, the 
haziness of which in details corresponds to the lack of attention 
which we finally bestow upon it. Expressed in drawing it will be 
much further removed from the actual semblance of the animal than 
another mental image which is penned before the creature has be- 
come too familiar to cease to be the interesting object of curiosity. 
When a primitive draughtsman sketches a wild beast he is apt to 
show much more individuality than when he is representing his own 
kind. The features of the Egyptians on old Egyptian wall paint- 
ings and reliefs are distinctly less characteristic than those of 
the Keftiu, or Oriental captives, which often are introduced, 
and both fall far short of the excellence with which animals are 
represented. 

No mental image is ever reproduced on paper or stone as it actu- 
ally is. The very attention which is bestowed on it in the endeavor: 
to realize it, robs it of much of its spontaneity; and since it is the 
result of wnconsctously observing a great many objects, it will, when 
consciously expressed, exhibit many gaps and hazy lines of connec- 
tion, which the artist must fill as best he can. 

Another reason why all mental images cannot be accurately repro- 
duced is that the laws of the physical universe to which the objects 
belong haveno binding force in the psychical world of mental images. ° 
Liwy cites as an instance of this the fact that the memory picture 
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of a man in profile may, and with primitive people does, contain two 
eyes. You cannot, however, draw them both in your picture because 
of the limitation of space, and are therefore compelled to deviate 
from your mental image. 

Such instances compel the primitive artist to turn to nature for, 
information. This he can do in two ways—either by observing more 
thoughtfully, and thus gaining a clearer mental image, or by actually 
copying the missing parts from a model. The latter way, natural 
though it may seem, is not so readily resorted to as the first, prob- 
ably because it would introduce an entirely different quality into 
the work—the individual instead of the type. It is, moreover, a 
well-known fact that children gifted with the pencil and clever at 
drawing are often utterly unable to make an intelligible copy of a 
definite model. 


The artist under primitive conditions is the exponent of the general 
tendencies of his people. When he for the first time expresses his 
and their mental images, such copies serve a definite end in the 
development of the race. If the race is sincere and imbued with a 
craving after truth, the accuracy or inaccuracy of these embodied 
mental images will be checked by more or less unconscious com- 
parisons with all the many objects of nature, and the result will be 
a readjustment of the first naturally incorrect mental images. The 
new ideas will again be expressed by some subsequent artist, and 
the process of readjustment and renewed expression be repeated. 
This was the case with the Greeks, The period of historic Greek art 
was short, but it was long enough to enable the Greeks to advance 
to the point where mental images of objects suitable for representa- 
tion in sculpture are so delicate that expressing them is almost 
identical with copying nature. 

- The development in Greece was diametrically opposed to what took 
place, for instance, in Egypt or Assyria. The earliest art expres- 
sions in these countries were far ahead of the crude attempts of the 
Greeks. But instead of using them ‘for the clarification of memory 
conceptions the mental lethargy of the people rested satisfied with 
them, and subsequent generations were content to look upon them 
as binding prototypes. Egyptian or Assyrian statuary in later times 
can never again be said to be the genuine expression of the ideals 
of the people. We may take a Greek statue and learn from it the 
moral and intellectual attitude of the Greeks at the time when it 
was made; but we cannot do the same with an Egyptian or Assyrian 
relief—at least, not to the same extent. This is also largely true of 
sculpture in modern times. The modern artist has the entire wealth 
of ancient and Renaissance sculpture at his disposal, and is often 
_ willing to copy or adapt their types, making only such alterations as 
the tastes of his own time imperatively demand. American sculpture, 
for instance, beautiful as it is in some of its phases, shows a rapid 
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and most remarkable increase in skill, but can hardly be said to reveal 
the gradual development of the ideals of the people. 

Tt has so far been tacitly assumed that the skill of the artist at 
every given time enabled him accurately to present his mental 
images. This was, however, not always the case with the Greeks. 
Their unusually spirited mental development was such that the 
technical skill of the artists could not keep step with it, and until 
toward the autumn days of their art generally fell short of their 
ideals. Hardly a problem was solved before the growing accuracy 
of the mental images presented another; and when all the problems 
of the limited range of subjects which at first were represented had ° 
found their solution, new subjects were urgently clamoring for rep- 
resentation. The end of Greek sculpture may be said to have come 
when all the technical problems had been solved and the mental 
degeneration of the race, unwilling to accept the moral and 
religious views of, the new era, had no more worthy ideas to sug- 
gest. 

Defect and excellence in skill, however, have another influence 
which cannot be overlooked. Since mental images are the involun- 
tary results of seeing a great many objects and seeing them fre- 
quently, they are influenced as well by the numerous statues of men 
as by men themselves. This is especially true of modern times, when 
the Puritanic disregard for the body has brought about a state of 
affairs where it is difficult to form intelligent ideas of the human 
body except from statues and pictures. Nobility of mind and of 
body often are closely connected, and since the noblest people are 
hardly to be found among the professional models, the noblest bodies 
are rarely represented. Some of the coarseness of the nude in 
modern art is perhaps explained by the fact that the artists are 
obliged to copy accurately the best models obtainable, instead of 
being able to form by observation of the noblest bodies their own 
refined mental images. 

The effect of statues upon the mental images of the Greeks was 
probably less powerful than it is with us, because ithe Greeks were 
more familiar with nude bodies, both male and female. They had, 
however, infinitely more statues, and could not possibly remain 
entirely uninfluenced by them. 

An artist, therefore, in the first place expresses the ideas of his peo- 
ple, and then by so doing influences them either for the better or the 
worse. The next artist who endeavors to express the mental images of 
his contemporaries finds them no longer the primitive product of 
crude observation of nature, but a combination of the original con- 
ceptions and some new ideas. These new ideas are due partly to 
the impressions received from the first artist’s work and partly to 
the general change that has taken place in the character of the 
people, owing to their moral and intellectual advance. 

‘Tha rapid growth of Greek sculpture is undeniable; the primary 
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aim of the artists, however, seems to have been always the same— 
to represent well the clearest mental images of the time. 


THE APPEAL OF GREEK SCULPTURE. 

It is admitted even by materialists of the most extreme type that 
a world of bare facts and dry bones is uninteresting and needless. 
Thoughts that come with the stillness of the evening are realities, © 
and few are the men who in the majestic solitude of a forest are 
not impressed by greater forces than their eyes can see. Such obser- 
vations are as true of one’s most familiar surroundings as of the 
rare opportunities in every one’s life. Our friends mean more to us 
than the pleasure we get from looking at them. Im fact, we rarely 
examine them accurately. One glance suffices to tell us they are 
coming, and after this first announcement through the faculty of 
eyesight, our enjoyment is almost entirely psychical. This does not, 
however, exclude the possibility of taking also a distinctly physical 
pleasure in them, provided the lines of their bodies are such that 
our eyes glide easily and rhythmically over them. What is true of 
our friends is true also of less well-known persons and even of 
strangers. Seeing them means a great deal more than seeing a table 
or a chair, for these latter objects generally suggest nothing 
beyond what is actually seen. No thoughtful man, however, can 
see a person without coming—to some extent—in contact with his 
personality. : 

A picture also, which may eall for admiration on account of its 
perfect technique, is valuable as a work of art only if it conveys 
ideas. The outer form of an object appeals to the vision, its spiritual 
essence to the imagination. The vision is a purely physical faculty; 
the imagination, a noble acquisition of the human race. The enjoy- 

-ment through the one is not, however, entirely independent of the 

other, for the intricacies of human nature are such that it is impos- 
sible to say where the one begins and the other ends. The artist. 
therefore, must consider both, and since his appeal to the imagination 
is made through the senses, he must studiously avoid all friction with 
them. This is perfectly in keeping with the experience of great 
poets, who cannot successfully transmit their thoughts unless they 
refrain from offending the ear by harsh cadences. 

That the Greek sculptors worked along these lines is clear, for 
many peculiarities of their art find their explanation only if this 
is understood. The Greeks always had in mind the nobler side of 
man, but they were well aware of the fact that an impression upon 
it is impossible unless the physical side of human vature is also 
gratified. The work of art fails to carry its message if it is not 
pleasant to look at. To credit the ancients, on the other hand, with 
a logical interpretation and knowledge of all the principles which 
they followed, is a mistake; the most refined people do the proper 
things unconsciously. 

VoL. X.—7 
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Modern artistic standards are not uniform; the individuality of 
the spectator is generally lost sight of in the overpowering indi- 
viduality of the artist, and the complexity of modern times has so 
far forced the claims of simple human nature to the background 
that they are almost forgotten. In antiquity these claims were of 
great importance. Before attempting, therefore, to judge of the 
allowances made to them by the Greeks, it is necessary to see what 
they are. 

After the unveiling of commemorative statues it is not unusual to 
hear comments to the effect that the sculptor had well caught the 
characteristic pose of the dead, and that the statue looked just like 
him whom it was intended to commemorate; one could believe one 
saw the man himself; in short, the statue was a great work of art. 
The statue may indeed be a great work of art, but not for the reasons 
. mentioned; for most of them are applicable with equal force to any 
fine figure in the Eden Musée, where wax policemen guard the 
entrance and waxen smiths are working at the bellows. 

Few people, however, would be willing to call such figures great 
works of art. The average wax figure, while it accurately reproduces 
the material body of a person, pays no attention to his personality. 
It is meant for a moment’s deception of the vision, and makes no 
appeal to a man’s higher faculties;—as a suggestive work of art it is 
unsatisfactory. If a man wants a bodily memento of his friend, he 
places a statue or a bust of him in his study, and not a wax figure. 
A good portrait is more satisfactory than a photograph, though 
the latter is generally a more accurate copy of the material body. 
Neither the photograph nor the wax figure transmits the spirit of 
life which primarily represents the man. In art it is the man, with 
the multiplicity of his thoughts, who is wanted, and not ‘the mechan- 
ical reproduction of the lines of his body. The sculptor works in the 
tangible material of stone or bronze, and the questions arise, Has 
he any means at his disposal to satisfy the requirements of art? 
and What are these means? 

The first question may unhesitatingly be answered in the affirma- 
tive; for the Greek sculptors, and some great men after them, have 
demonstrated the existence of such means. The second question is 
less readily answered, because the means are not only different for 
different subjects, and different according to the several standards 
of the race, but also so subtle that they can hardly be expressed in 
words—they must be felt. It is therefore not only impossible, but 
also perhaps needlessly presumptuous, to enumerate all the means at 
the disposal of the sculptor—for who would dare to prescribe to the 
genius of a great artist? It may be, however, profitable to point 
out some of the things which the Greeks avoided in their endeavor 
to meet the claims of an art that could appeal to human nature. 

The practically complete absence of subjects taken from inanimate 
nature is one of the most noticeable traits of Greek sculpture. The 
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Minerva in the National Museum, Naples. (Greco-Roman.) 

Jupiter Olympus at Elis, by Phidias. (60 feet high.) 

Athena in the Acropolis Museum, Athens. 

The Farnese Bull in the National Museum, Naples. 

Apollo Belvedere in the Vatican, Rome. (Greco-Roman.) 

Venus of Capua in the National Museum, Naples. (Greco- 
Roman.) 

Napoleon, by A. Cipriani. (Courtesy of Goodman King, Esq., 
St. Louis.) 

Juno Ludovisi in the Villa Ludovisi. (Greco-R man.) 
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precept, therefore, has been laid down that sculpture ought to rep- 
resent nothing but living things. Says Mr. Ruskin: “You must 
carve nothing but what has life. ‘Why? you probably feel instantly 
inclined to ask me. ‘Must we refuse every pleasant accessory and 
picturesque detail and petrify nothing but living creatures? Even 
so: I would not assert it on my own authority. It is the Greeks 
who say it, but whatever they say of sculpture, be assured, is true!” 
And there he and most teachers of art let the matter rest. But this 
is neither wise nor just. Unless a man sees the correctness of a pre- 
cept he ought not to accept it, not even on the authority of the 
Greeks. Fortunately for us it is not difficult to see why the Greeks 
avoided inanimate matter in sculpture, for the principle which 
guided them in this respect is at the very foundation of their art. 

Since a work of art may be considered to be non-existent unless it 
is beheld by human eyes, the danger is ever present of having the 
spectator’s consciousness centred in his purely physical faculty of 
sight. In order to avoid this the Greeks made use of certain devices 
or “conventions,” by means of which the claims of the vision were 
satisfied without curtailing the scope which was given to the higher | 
human faculties of thought or imagination. This was done by repro- 
ducing rather the mental image of the object than the object itself. 
Care was taken, however, that the reproduction should be neither so 
completely like the original as to challenge, after the first momentary 
deception, immediate comparison, nor so unlike the original that it 
should fail to bear strong points of resemblance; for in both these 
cases the faculty of eyesight would have become disproportionally 
prominent. 

The sculptor, it may be remarked by way of digression, must 
observe these principles much more carefully than the painter, 
because painting, which is restricted to two dimensions,—whereas 
all objects of nature have three,—does not run the danger of deceiv- 
ing our vision. Sculpture in the round, however, which can exactly 
represent not only the appearance but also the bodily form of the 
object, may easily make such a forceful appeal to the vision pure 
and simple that it fails of attaining its desired end. 

In representing inanimate objects in corporeal form the sculptor 
meets with practically insurmountable obstacles; for, generally 
speaking, such objects offer no suggestions of thoughts able to appeal 
to one’s nobler self; it is, therefore, their form pure and simple which 
is of importance. But since they are represented in full bodily form, 
even the least deviation from their actual appearance is apt to be 
noticed—here there is no work of art because there is no appeal to 
the imagination. The very excellence, on the other hand, of a truth- 
ful representation challenges the vision to make a comparison—again 
there is no work of art. Only when living people are represented 
does the indicated character, not the outer form, attract attention. 
The appeal is not to the vision, but through the vision to the higher 
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mental faculties; for we are, consciously or not, in the habit of read- 
ing character in human bodies; and this, of course, cannot be done 
by the mere exercise of vision. In viewing, therefore, the statue of a 
man the faculty of eyesight is less consciously active than that of 
imagination. The best work of art in fact ceases to be an interesting 
object of sight altogether, making its appeal immediately to the 
imagination. Artists at all times have striven to accomplish this. 
The realistic reproduction of nature never does it; neatness of work- 
manship alone is useless in this respect. Only those workers achieve 
it who, like the Greeks, pay full attention to the peculiar needs of 
physical human nature. In sculpture this is impossible unless living 
creatures are represented. 

The idea of life may be enhanced by means of contrast. The 
ancients, therefore, admitted lifeless things into their compositions 
as accessories. The principles which ought to govern the use of such 
secondary subjects are well set forth by Mr. Ruskin, who says: 
“Nothing must be represented in sculpture external to any living 
form which does not help to enforce or illustrate the conception 
of life. Both dress and armor may be made to do this and are con- 
stantly so used by the greatest, but,” Mr. Ruskin adds, using an 
instance of modern sculpture, though his inferences are equally true 
of Greek art, “note that even Joan of Arc’s armor must be only 
sculptured, if she has it on; it is not the honorableness or beauty 
of it that are enough, but the direct bearing of it by her body. You 
might be deeply, even pathetically, interested by looking at a good 
knight’s dented coat of mail, left in his desolate hall. May you 
sculpture it where it hangs? No; the helmet for his pillow, if you 
will—no more.” 

But how may such a helmet be sculptured, or how must the armor 
be treated if the hero has it on? Shall we represent it as accurately 
as possible? Suppose we do, and suppose the statue we make is of 
bronze; then there is absolutely no reason why the result should not 
be a second armor so much like the one the hero wore that our vision 
is deceived into seeing the armor itself. But how about the person 
that wore it? His bronze statue reproduces the sculptor’s mental 
image of his personality—the man it cannot be; the quality of the 
accessory is different from that of the figure itself. The one is what 
it appears to be; the other cannot even appear to be what it is meant 
to represent, because the very contrast between the real armor and 
the lifeless form of, the man awakens the thought that he is not real. 
“But,” an objector exclaims, “if the armor ought not to be made just 
like its prototype, the sculptor surely ought not to carve it altogether 
unlike it.” Certainly not; for if he did, the very fact that it was all too 
little like a coat of mail would at once attract the spectator’s atten- 
tion, and his vision, always on the alert, would be so prominently 
called into play that the true purpose of the work of art would 
be lost. 
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How fully the Greeks appreciated these facts is perhaps best seen 
in the draperies of their statues, which are always true enough to 
appear real without ever being correct. Nobody has yet been able 
to demonstrate from the statues the accuracy of his theories on 
ancient costumes gleaned from the study of literary descriptions and 
vase paintings. The painters often attained to a fairly accurate 
rendering of the garment, the sculptors never. They not only took 
great liberties with those pieces of the drapery which they repre- 
sented, but even omitted entire garments. The Sophokles, which is 
in the Lateran Museum, for instance, is represented as wearing 
only the outer costume or overcoat, while it is well known from 
literature that gentlemen never appeared in public in quite so 
scanty an attire. The warriors from the pediments of the temple of 
Aigina, with one or two exceptions, are completely nude; they 
have gone into battle with the helmets on their heads and the 
shields on their arms, but without one single piece of drapery. 
The Greeks never entered battle in this way, either at the time 
the marbles were carved, or at the time which the statues com- 
memorate, or at any other time. Such a partial or complete 
omission of the drapery can hardly be explained as the unconscious 
reproduction of a mental image; while the actual treatment of the 
drapery, as it appears, for instance, in the Nike of Paionios or on 
the Parthenon frieze, probably is more or less unconscious. Many 
modern writers use the word “elimination” in speaking of Greek 
drapery; but this is a mistake, because elimination implies the 
studied omission of details, and cannot, therefore, account. either 
for the omission of entire garments or the unconscious treatment of 
actually sculptured costumes. 

The eclecticism in Greek drapery may be called one of the devices 
or “conventions” of Greek sculpture, and may serve to prove that 
such conventions do not hold good for all times. When Greenough 
carved his large statue of George Washington in the national Capitol, 
he omitted the drapery on the upper part of the body, obviously with 
the intention of drawing the attention of the spectator away from 
the dress to the person who wore it. He clearly followed in this 
respect the practices of the Greeks, and more especially the pattern 
set by Pheidias in his colossal Zeus in Olympia. The Greeks might 
omit the drapery with impunity, for they were as a race intensely 
fond of the nude. Greenough, imitating them in the face of very 
pronounced racial and religious prejudices against the nude, com- 
mitted the unpardonable mistake of copying not the spirit of a past 
art but its accidental expression. Instead of accomplishing his end, 
therefore, by omitting the drapery, he achieved the opposite, for 
the drapery is “conspicuous by its very absence.” 

The same considerate spirit which prompted the Greeks to deviate 
from nature in representing drapery shows itself also in their treat- 
ment of rocks, trees, and the like in marble reliefs. Marble is roek, 
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and nothing is easier than to reproduce the rock accurately, so that 
the result is not only a picture of the rock, but really a second piece 
of rock. If this had been done, for instance, on the marble base 
from Mantineia, the contrast between the actual rock and the | 
representation of Apollo sitting on it would have deprived the god 
of all semblance of reality. Similar observations may be made with 
the trees on the frieze of the Athena-Nike temple in Athens, or the 
stepping-stones on the frieze of the Parthenon. 

These instances suffice to show the general attitude of the Greek 
sculptors toward the public. The public—and of course the artists 
belong to the public—are not automatic checking machines, but 
human beings, with all the complexities and inconsistencies that the 
term implies. They are entitled to consideration, and at the hands 
of the ancient artists they received it: What is more, the Greeks gave 
it gladly; for to make allowances for the frailties of human nature 
was to them not an irksome duty but a welcome privilege, enabling 
them to introduce into their art a human element of great variety 
and of unexhausted possibilities. 


SOME SCULPTURES IN THE VATICAN, ROME. 


By A. J. C. Hare. 


ie 1st Cabinet, of “The Laocoén.” This wonderful group was 
discovered by Felice de Fvsdis in his vineyard near the Sette 
Sale on the Esquiline, in 1506, while Michelangelo was at 
Rome, under Julius I1., but it narrowly escaped destruction 
under Adrian VI., who turned away from it shuddering, and ex- 
claiming: “Idol of the Pagans.” The right arm of the father was 
missing at the time of the discovery, and is a terra-cotta restoration, 
and is said to be the work of A. Cornacchini, as also are the arms of 
the sons. There is now no doubt that “The Laocoén” is the group 
slightly misdeseribed by Pliny. 


“An original work by Agesander and his sons, of Rhodes.”—Helbig. 


“The fame of many sculptors is less diffused, because the number 
employed upon great works prevented their celebrity; for there is no 
one artist to receive the honor of the work, and where there are 
more than one, they, cannot all obtain an equal fame. Of this ‘The 
Laocoén’ is an example, which stands in the palace of the Emperor 
Titus—a work which may be considered superior to all others both 
in painting and statuary. The whole group—the father, the boys, 
and the awful folds of the serpents—were formed out of a single 
block, in accordance with a vote of the senate, by Agesander, Poly- 


From “Walks in Rome.” London, 
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dorus, and Athenodorus, Rhodian sculptors of the highest merit.”— 
Pliny, lib. xxxvi. c. 4. 
“, .. Turning to the Vatican, go see 
Laocoén’s torture dignifying pain— 
A father’s love and mortal’s agony 
With an immortal’s patience blending. Vain 
The struggle; vain against the coiling strain 
And gripe, and deepening of the dragon’s grasp, 
The old man’s clench; the long enyenom’d chain’ 
Rivets the living links—the enormous asp 
Enforces pang on pang, and stifles gasp on gasp.” 
—‘Childe Harold.” 


“The subject of ‘The Laocoén’ is a disagreeable one, but whether 
we consider the grouping or the execution, nothing that remains to 
us of antiquity can surpass it. It consists of a father and his two 
sons. Byron thinks that Laocoén’s anguish is absorbed in that of his 
children, that a mortal’s agony is blending with an immortal’s 
patience. Not so. Intense physical suffering, against which he 
pleads with an upraised countenance of despair, and appeals with a 
sense of its injustice, seems the predominant and overwhelming emo- 

. tion, and yet there is a nobleness in the expression, and a majesty 
that dignifies torture. 

“We now ¢ome to his children. Their features and attitudes indi- 
cate the excess of the filial love and devotion that animatege them, 
and swallows up all other feelings. In the elder of the two this is 
particularly observable. His eyes are fixedly bent on Laceodn— 
his whole soul is with, is a part of that of his father. His arm 
extended towards him, not for protection, but a wish as if instinct- - 
ively to afford it, absolutely speaks. Nothing can be more exguisite 
than the contour of his form and face, and the moulding of his 
lips, that are half open, as if in the act of—not uttering any unbe- 
coming complaint, or prayer, or lamentation, which he is couscious 
are alike useless—but addressing words of consolatory tendermess to 
his unfortunate parent. The intensity of his bodily torments is only 
expressed by the uplifting of his right foot, which he is vainly and 
impotently attempting to extricate from the grasp of the mighty folds 
in which it is entangled. 

“In the younger child, surprise, pain, and grief seem to contend 
for the mastery. He is not yet arrived at an age when his mind has 
sufficient self-possession or fixedness of reason to analyze the calamity 
that is overwhelming himself and all that is dear to him. He is sick 
with pain and horror. We almost seem to hear his shrieks. His left 
hand is on the head of the snake, that is burying its fangs in his side, 
and the vain and fruitless attempt he is making to disengage it 
increases the effect. Every limb, every muscle, every vein of Laoc- 
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oon expresses, with the fidelity of life, the working of the poison, and 
the strained girding round of the inextricable folds, whose tangling 
sinuosities are too numerous and complicated to be followed. No 
chisel has ever displayed with such anatomical fidelity and force 
she projecting muscles of the arm, whose hand clenches the neck of 
the reptile, almost to strangulation; and the mouth of the enormous 
asp, and his terrible fangs widely displayed, in a moment to penetrate 
and meet within its victim’s heart, make the spectator of this miracle 
of sculpture turn away with shuddering and awe, and doubt the 
reality of what he sees.”—Shelley. 


“The circumstance of the two sons being so much smaller than 
the father has been criticised by some, but this seems to have been 
necessary to the harmony of the composition. The same apparent 
disproportion exists between Niobe and her children in the celebrated 
group at Florence, supposed to be by Scopas. The raised arms of the 
three figures are all restorations, as are some portions of the serpent. 
Originally, the raised hands of the old man rested on his head, and 
the traces of the junction are clearly discernible. For this we have 
also the evidence of an antique gem, on which it is thus engraved. 
This work was found in the Baths (?) of Titus, in the reign of 
Julius IL., by a certain Félix de Frédis, who received half the revenue 
of the gabella of the Porta San Giovanni as a reward, and whose 
epitaph, in the Church of Ara Coeli, records the fact.”—Shakspere 
Wood. 


The 2d Cabinet contains “The Apollo Belvedere,” found in the 
sixteenth century on a farm of Cardinal Giuliano della Rovere, near 
Grotta Ferrata, and purchased by Julius II. for the Belvedere Palace, 
which was at that time a garden pavilion separated from the rest of 
the Vatican, and used as a museum of sculpture. It is now held 
certain that this statue, beautiful as it is, is not the original work 
of a Greek sculptor, but a Roman first-century copy.1. Four famous 
statues of Apollo are mentioned by Pliny as existing at Rome in his 
time, but this is not one of them. Mrs. Siddons said of the Apollo 
Belvedere: “What a great idea it gives one of God-to think that He 
has created a human being capable of fashioning so divine a form!” 2 


“Or view the Lord of the unerring bow, 
The God of life, and poesy, and light— 
The Sun in human limbs array’d, and brow 
All radiant from his triumph in the fight; 
The shaft hath just been shot—the arrow bright 


1“The impression of Canova that this statue is a eaey of a work in bronze has been since 
zonfirmed by the discovery of a bronze statuette, resembling the statue except where a work in 
dronze would materially differ from one in marble—4. ¢., in the statuette the leg is not supported 
dy the trunk of a tree, and the drapery falls from the shoulder instead of being i for- 
ward to support the left arm. The left hand of the statuette hoids an egis, which tends to 
prove that in the original statue the god was represented as holding an egis, and not as ap 
archer who had just discharged an arrow.” - 
2 Campbell's ‘ Life of Mrs. Siddons,”’ 
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With an immortal’s vengeance; in his eye 
And nostril beautiful disdain, and might, 
And majesty flash their full lightnings by, 
Developing in that one glance the Deity.” 
—‘Childe Harold,” 


“Bright kindling with a conqueror’s stern delight, 
His keen eye tracks the arrow’s fateful flight; 
Burns his indignant cheek with vengeful fire, 

And his lip quivers with insulting ire: 

Firm fix’d his tread, yet light, as when on high ™ 
He walks th’ impalpable and pathless sky: 

The rich luxuriance of his hair, confined 

In graceful ringlets, wantons on the wind, 

That lifts in sport his mantle’s drooping fold, 
Proud to display that form of faultless mould. 

Mighty Ephesian! with an eagle’s flight 
Thy proud soul mounted through the fields of light, 
View’d the bright conclave of Heaven’s blest abode, 
And the cold marble leapt to life a god: 

Contagious awe through breathless myriads ran, 
And nations bow’d before the work of man: 


For mild he seem’d, as in Elysian bowers, 

Wasting in careless ease the joyous hours; 

Haughty, as bards have sung, with princely sway 

Curbing the fierce flame-breathing steeds of day; 

Beauteous as vision seen in dreamy sleep 

By holy maid on Delphi’s haunted steep, 

Mid the dim twilight of the laurel grove, 

Too fair to worship, too divine to love.” 
—Henry Hart Milman. 


“Tt incorporates in the most striking manner what the Greeks called 
a ‘Theophany,’ i.e., the sudden appearance in the material universe of 
a hitherto invisible Deity.”—Helbig. 
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generally, though erroneously known as “The Dying Gladiator.” 
It belonged to a group from Pergamos, in which was probably 
celebrated the victory of Attalus over the Celtic invaders of his 
vealm (8.0. 240). 
From “‘Waiks in Rome,” by A. J. C. Hare. 


L- the centre of the room is the statue of the wounded Gaul, 
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“T see before me the gladiator lie; 
He leans upon his hand—his manly brow 
Consents to death, but conquers agony, 
And his drooped head sinks gradually low,— 
And through his side, the last drops, ebbing slow 
From the red gash, fall heavy, one by one, 
Like the first of a thunder-shower; and now 
The-arena swims around him—he is gone, 
Ere ceased the inhuman shout which hailed the wretch who won. 


“He heard it, but he heeded not—his eyes 
Were with his heart, and that was far away; 
He reck’d not of the life he lost, nor prize, 
But where his rude hut by the Danube lay, 
There were his young barbarians all at play, 
There was their Dacian mother,—he, their sire, 
Butchered to make a Roman holiday. 
All this rushed with his blood—shall he expire, 
And unavenged ? eee ye Goths, and glut your ire!” 
—Byron, “Childe Harold.” 


fears Saas to read in this room the description in “Transfor- 
mation” 


“Tt was that room, in the centre of which reclines the noble and 

most pathetic figure of the dying gladiator, just sinking into his 
death-swoon, Around the walls stand ‘The Antinous,’ ‘The Ama- 
on, ‘The Lycian Apollo, ‘The Juno,’ all famous productions of 
antique sculpture, and still shining in the undiminished majesty and 
beauty of their ideal life, although the marble that embodies them 
is yellow with time, and perhaps corroded by the damp earth in which 
they lay buried for centuries. Here, likewise, is seen a symbol, as 
apt at this moment as it was two thousand years ago, of the ‘Human 
Soul,” with its choice of Innocefice or Evil close at hand,.in the 
pretty figure of a child, clasping a dove to her bosom, but assaulted 
by a snake. 

“From one of the, windows in this saloon we may see a broad flight 
of stone steps, descending alongside the unique and massive founda- 
tion of the Capitol, towards the battered triumphal arch of Septimius 
Severus, right below. Farther on the eye skirts along the edge of the 
desolate Forum (where Roman washerwomen hang out their linen to 
the sun), passing over a shapeless confusion of modern edifices, piled 
rudely up with ancient brick and stone, and over the domes of Chris- 
tian churches, built on the old pavements of heathen temples, and 
supported by the very pillars that once upheld them. At a distance 
_ beyond—yet but a little away, considering how much history is 
heaped into the intervening space—rises. the great sweep of the 
Coliseum, with the blue sky brightening through its upper tier of 
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arches. Far off, the view is shut in by the Alban mountains, looking 
just the same, amid all this decay and change, as when Romulus 
gazed thitherward over his half-finished wall. 

“In this chamber is ‘The Faun of Praxiteles.’ It is the marble 
image of a young man, leaning his right arm on the trunk or stump 
of a tree: one hangs carelessly by his side, in the other he holds a 
fragment of a pipe, or some such sylvan instrument of music. His 
only garment, a lion’s skin with the claws upon the shoulder, falls 
half-way down his back, leaving his limbs and the centre front of 
the figure nude. The form, thus displayed, is marvellously graceful, 
but has a fuller and more rounded outline, more flesh and less of 
heroic muscle, than the old sculptors were wont to assign to their 
types of masculine beauty. The character of the face corresponds 
with the figure; it is most agreeable in outline and feature, but 
rounded and somewhat voluptuously developed, especially about the 
throat and chin; the nose is almost straight, but very slightly curves 
inward, cheese acquiring an indescribable charm of geniality and 
humor. The mouth, with its full yet delicate lips, seems so really 
to smile outright, that it calls forth a responsive smile. The whole 
statue—unlike anything else that ever was wrought in the severe 
material of marble—conveys the idea of an amiable and sensual 
creature, easy, mirthful, apt for jollity, yet not incapable of being 
touched by pathos. It is impossible to gaze long at this stone image 
without conceiving a kindly sentiment towards it, as if its sub- 
stance were warm to the touch and imbued with actual life. It 
comes very near to some of our pleasantest sympathies.” —Hawthorne. 


.THE CITY OF THORWALDSEN. 


By T. L. Guyer, Pastor Laravette CuHurcu, Brooxtyn, N. Y. 


his presence as Wiemar is with the presence of. Goethe and 

Potsdam with that of Frederick the Great. Not an hour 

passes in which his name is not heard; not an art-store in 
town that is not filled with the photographs of his matchless works; 
and thousands, like myself, come hither mainly to feast their eyes 
on the marbles which his hand has carved. 

Copenhagen is a larger city than one would expect to find as the 
capital of so small a country as Denmark, for it contains 235,000 
inhabitants. Its streets are bustling with business, for these Danes 
are an active, commercial people, exporting no small amount of 
grain, tallow, cattle, horses, and very mischievous cherry-brandy. 
The architecture of Copenhagen is not imposing; not one really 


“From the Nile to Norway, and Homeward.” New York: R. Carter and Brothers. Copy- 
tight. By permission. 


T= city might well be called Thorwaldsen, for it is filled with 
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grand edifice adorns the squares; its palaces wear a shabby look; and 
a monotonous uniformity pervades the whole town. How two such 
beautiful women as the Ozarina of Russia and her sister, the Princess 
of Wales, should have issued from yonder dingy-looking palace is a 
conundrum. But it is still more remarkable that this prosaic old 
seaport of the Norsemen should have produced the greatest sculptor 
of modern times, Bertel Thorwaldsen! We might say the greatest 
known sculptor of any age, for Canova, Dannecker, and Chantrey _ 
were not to be compared with him, and we don’t know who produced 
most of the masterpieces in marble which have come down to us from 
ancient times. Thorwaldsen claimed that his ancestors were kings 
of Iceland, but his own father was a ship-carpenter; and the boy 
Bertel early learned to handle the tools with which his father carved 
figure-heads for Danish merchantmen. He went early to Rome, and 
for years pursued his studies of art in utter obscurity. By and by he 
executed that grand statue of “Jason and His Fleece,” which I saw 
to-day, and then he awoke to find himself immediately famous. 
Thenceforward his chisel was busy for almost forty years; and his 
native Denmark, proud of his genius, gave a home in one of her 
palaces to the greatest man she has ever produced. 

Yesterday, as soon as I had arrived in Copenhagen, I hastened off 
to the Museum which was erected expressly to contain the produc- 
tions of his chisel. It is a gloomy looking edifice on the exterior, and 
the interior is severely plain. In the hollow square of the quadrangle 
is the great sculptor’s tomb. Four granite slabs enclose a little bed 
of earth, planted with ivy, and on one of the slabs is the simple name 
BerteL THORWALDSEN. The whole building with its treasures is his 
real monument. On entering the building you see in the vestibule 
the long Triumphal Entry of Alexander into Babylon, a series of bas- 
reliefs, executed by order of Napoleon, and worthy of a place on any 
of the friezes of ancient Athens. 

Soon after I went into the smaller cabinets that contain his master- 
pieces, I began to come upon those exquisite originals whose photo- 
graphs are hung in thousands of American parlors and libraries. 
In one cabinet was his famous “Night,” with the two cherubs asleep 
on her shoulder and the owl poised in the air behind her drooping 
wing. On the opposite wall is “Morning,” with the cherub bearing 
the torch to light up the dawn. A little farther on I came to the bas- 
reliefs representing “Spring,” “Summer,” “Autumn,” and old 
“Winter” warming his benumbed fingers over the brazier of coals. 
Then, a few steps farther on, I encountered the “Ganymede and the 
Eagle,” the “Hebe,” and the “Shepherd Boy,” and the “Three 
Graces.” All these had long been as familiar to my eye as the City 
Hall of Brooklyn, or the spire of my own church. Yet the originals 
are so vastly superior to any photographic copies, that they burst upon 
me as entirely new revelations of beauty! They were not marble; 
they seemed like flesh and blood that had turned white. The dog 
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1. The Destiny of Humanity. 
FROM THE PAINTING BY JEF LEEMPOEL. 


This picture of marvellous mystery, yet full of meaning, was 
a principal centre of attraction at the World’s Fair in St. Louis, 
where it was awarded the gold medal. 

2. St. Cecilia. 
AFTER THE PAINTING BY C. NAUJOK. 

St. Cecilia is the Patron Saint of the blind, the patroness 
of the musicians, and is said to be the inventor of the organ. 
3. The Nathan Hale Monument in City Hall Park, New York. 
4. The Daniel Webster Monument in Washington, D. C. 
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that stands beside the shepherd boy looks as if he could breathe, and 
you almost expect to hear him bark! The little cupids that are play- 
ing their roguish pranks in a “Love-nest” are as individual in the 
expression of their sweet faces as any half-dozen babies brought into 
an infant school on anniversary day. It is not art; it seems actual 
life. : 

But the sublimest of Thorwaldsen’s productions are not containe 
in this museum. They are in the “Frau Kirk,” a Protestant house 
of worship often attended by the royal family. The building itself 
is in the Greek style, and is very attractive. On the front of the 
pulpit is inscribed, in golden letters: “Blessed are they that hear the 
Word of God, and keep it.” That motto ought to be written on every 
pulpit in America; it would furnish a hint to us ministers as to what 
we should preach, as well as to our congregations to carry home the 
truth and practise it. 

On the platform at the end of the church is an exquisite kneeling 
Angel, that holds in her hand an escalop-shell of marble used as a 
baptismal font. It is a dream of beauty. Behind this figure, in an 
alcove, rises the somewhat colossal figure of the Risen Christ. Above 
his majestic head is the inscription, “This is my Beloved Son, hear 
ye him.” That glorious form—the only statue of our divine Lord 
I have ever seen that is worthy of its subject—is immediately be- 
fore the congregation every Sabbath when they assemble for worship. 
_ Along the sides of the nave—about a dozen feet apart—are ranged 
Thorwaldsen’s celebrated “Twelve Apostles.” The figure of Paul is 
commonly accounted the finest; but that of Thomas (who stands with 
his finger pressed on his lip in an attitude of dowbt) seemed to me 
superior to all the others. John has too womanly a beauty for a 
“son of thunder.” Because he was the “beloved disciple” there is no 
reason to imagine him as either effeminate or seraphic. No one of the 
group has any more resemblance to any other than would any twelve 
living men who should meet in a Council or a Presbytery. Thor- 
waldsen never repeated himself. He had a wonderful instinct in 
catching the varied expressions of the human countenance, and his 
five hundred or more different statues are each entirely different from 
the other. He seemed equally at home, too, in classic and in sacred 
themes for his chisel. Once he selected himself for his subject, and 
the noble figure of Thorwaldsen—chisel in hand—by his own con- 
summate skill will always remain as the great artist’s best likeness. 
He must have been a man of commanding nobility of face and 
presence. 

I have devoted the whole of this letter to this extraordinary genius, 
for several reasons. One is that he is more to every visitor in 
Copenhagen than all the rest of the city combined. Again; I am 
sure that hundreds of my readers who have copies of his works in their 
houses will be gratified to. know more about the original master- 
pieces. But above all, I desire to pay my humble tribute to an artist 
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who never prostituted his transcendent genius to an impure or de- 
moralizing purpose. Much of the highest art at Florence, Venice, and 
Dresden is lascivious. Over the walls are sprawled whole shoals of 
nude goddesses and nymphs and other unclean beasts. But Thor- 
waldsen portrayed a Love that never degenerated into lust. His 
chisel was never wanton. His magnificent galleries can be traversed 
by any father with his daughter at his side. He never profaned even 
the ineffable Lord of glory when he attempted to portray him in 
marble; and whether the man were a Christian or not, he consecrated 
his chisel to a higher and holier purpose than any sculptor in modern 
times. I am thankful that during a journey that has included 
Jerusalem and Athens and Wittenberg, I have also seen the peculiar 
treasures of the Crty of Thorwaldsen. 


SOME GREAT SCULPTORS AND SOME OF THEIR NOTABLE WORKS. 


Notn.—This, of course, is not a complete list of Great Sculptors, nor is it a 
complete list of their works. It is intended to serve as an Introduction to the 
vast field and to furnish a series of fingerposts for those who would acquaint 
themselves with the lives and works of the great wasters. 


Baryk, ANTOINE Louis. 1796-1875. Erench. Chief Works: The Seated Lion; 
The Standing Bear; Crushing a Serpent; Theseus Slaying the Minotaur. 
Biographies by De Kay, 1889; and in ‘‘Masters in Art,’ 1904. 

BEGAS, REINHOLD. 1831- . German. Chief Work: Monument to William I. 
Biography by Meyer (in German), 1897. 

BuRNINI, GIOVANNI. 1598-1680. Italian. Some Chief Works: Apollo and 
Daphne ; Many works in St. Peter’s, Rome; A bas-relief figure of Christ. 
BUONARROTI, MICHEL ANGELO, 1475-1564. Italian. Some Chief Works: 
“David”; The Tombs of the Medici; Monuments to Giuliano, Lorenzo de 

Medici; The Last Judgment; The frescoes in the Sistine Chapel. 

CANOVA, ANTONIO. 1757-1822. Italian. Some Chief Works: Venus and Adonis; 
Hebe; Hercules; Perseus with the Head of Medusa; Hector; Paris; Statue 
of Washington; Tomb of Alfieri. Biographies by Meyer, 1898 (in German) ; 
Quatremére de Quincy (in French), and a sketch in English. 

CELLINI, BENVENUTO. 1500-1570. Italian. Some Chief Works: Perseus with 
the Head of Medusa; Statues of Christ, of Mars, and of Jupiter. Awto- 
biography (various translations). 

CHANTRY, SIR FRANCIS. 1781-1842. English. Some Chief Works: The Sleeping 
Children ; Statues of Washington, Pitt, and Canning. 

DANNECKER, JOHANN HBINRICH. 1758-1841. German. Some Chief Works; 
Ariadne on the Panther; Ceres; Bacchus. 

DONATELLO (DONATO DI Niccoua DI Brerro Barpr), 1386-1466. Italian. Some 
Chief Works: The Zuccone; Penitent Magdalen; Statues of St. George, St. 
John, David, and St. Cecilia. Biographies by Lord Lindsay, 1903; Meyer, 
1903; Rea, 1900; and in “Masters in Art,’ 1903. 

FLAXMAN, JOHN. 1754-1826. English. Some Chief Works: Designs for 
fell ge take Pottery ; Cephalus and Aurora; Psyche; The Archangel Michael 
and Sat: 

Forp, ONsLow. 1852-1901.. English. ‘'Some Chief Works: The Singer; Folly; 
Echo. 

FrReENcH, DANIBL CHESTHR. 1850- . American. Some Ohief Works: The 
Minute Man of Concord; The Republic; Statues of General Cass, Rufus 
Choate, John Harvard, Thomas Starr King; The Angel of Death. 

GIACOMA DELLA QupRCIA, JACOPO. 1374-1438. Italian. 

GIBSON, JOHN. 1791-1866. English. Some Chief Works; The Wounded Ama- 
zon; The Hunter and His Dog; Helen; Proserpine; Sappho. 

GILBpRT, ALFRED. 1854-1903. Biographical sketch by Hatton. 

GouJON, JEAN. 1530-72. French. Ohief Work; The Huntress Diana, in the 
Louvre, Paris. 

HILDEBRAND, ADOLF, 1847- . German. Biography by Heilmeyer, 1902 (in German), 

Houpon, JHAN ANTOIND. 1741-1828. French. Ohief Work: ‘The Statue of 
Washington, in the State Capitol, Richmond, Va. 

JOHNSON, ALBHRT SIipNHY. American. Ohief Work: The Blind Girl. 
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LEIGHTON, Sir F. 1830-1896. English. Chief Works: Athlete Strangling a 
Python; Sluggard. For Biographies see Painters. 

LysipPus, flourished about 372-316 B.c. Greek. Some Chief Works: The Statue 
of Alexander the Great. 

MACMONNIES, FREDERICK WILLIAM. 18638- . American. Some Chief Works: 
Statue of Nathan Hale (see p. 125) ; Shakespeare, in Library of Congress ; 
Victory, on the Battle Monument, West Point. 

MEUNIER, CONSTANTIN. 1831-1905. Biography by ,Gensel, 1905 (in German). 

MINO DI GIOVANNI DA FIESOLE. 1430-1484?. Italian. 

MOSES, Ezexipy. American. The Homeric Group. ? 

Myron, about 500-440 B.c. Greek. Chief Work; Figure of a Cow Lowing. 

PHIDIAS. -432' B.c. Greek. Some Chief Works: The Olympian Zeus; The 
Athena. Biographies and Studies by Collignon, 1886 (in French) ; Wald- 
stein, 1885; in ‘Masters in Art,’’ 1902. 

eo eee JEAN BAPTISTE. 1714-1785. French. Chief Work: Tomb of Marshal 
e Saxe. 

POLYCLEITUS. 452-412 B.c.? Greek. Some Chief Works; The Spear Bearer; 
‘The Statue of Hera (Juno). Biography by Mahler, 1902 (in German). 
Powers, HirAM. 1805-1873. American. Some Chief Works; Statue of Eve; 
The Greek Slave Fisher Boy; California; America; Busts of Washington, 

Webster, and many other famous Americans. 

PRAXITELES. 390-332 B.c.? Greek. Some Ohief Works: The Labors of 
A i The Apollo Sauroctonos; Hermes. Sketch in “Masters in Art,” 

RAUCH, CHRISTIAN DANIEL. 1777-1857. German. Some Chief Works: Monu- 
ments of King’ Frederick William the Third, Frederick the Great; The 
vaeares of Victory ; Moses with Aaron and Hur. Biography by Mrs. Cheney, 


RoBBIA, ANDREA DELLA. 1435-1525. Italian. Ohief Work: Madonna and Child. 

RopBia, LUCCA DELLA. 1400?-1482?. Italian. Some Chief Works: Angels and 
Dancing Boys; Tomb of the Bishop of Fiesole. Biographies by Cruttwell, 
1902; Burlamacchi, 1900; Mrs. Van Rensselaer, 1890; Schubring, 1905 (in 
German); and in “Masters in Art,’ 1901. 

Ropin, Auguste. 1840- . French. Some Chief Works: Busts of Hugo. gad 
Balzac; Apollo; The Young Girl; The Kiss. Biography by Mauclair, 1905. 

RUDE, FRANCOIS. 1785-1858. French. Ohief Work: Group on the Are de 
Triomphe, Paris. 

SAINT-GAUDENS, AUGUSTUS. 1848- . American. Some Chief Works: Hia- 
watha; Adoration of the Cross; Statues of Farragut, Randall, and Lincoln; 

i The Shaw Monument; General Sherman. 

'\SANSOVINO, JACOPO. 1487-1570. Italian. Some Chief Works: Tombs of Cardi- 
nals Rovere and Sforza; Baptism of Christ; Madonna and Child. 

ScHapow, JOHANN GOTTFRIED. 1764-1850. German. Some Chief _ Works: 
Monument on the Dorothea Church, Berlin; Statues of Ziethen, Frederick 
the Great, Leopold, Luther, Bliicher; The Quadriga over the Brandenburger 
Thor in Berlin. 

Scopas. Born about 420 8B.c. Greek. Some Chief Works; Achilles Conveyed to 
Leuce; Sculptures in the Mausoleum of Halicarnassus. 

SIEMERING, RUDOLF. 1835- . Biography by Daun, 1906 (in German). 

STEVENS, ALFRED GORGE. 1817-1875. English. Chief Work; The Monument 
of Wellington in St. Paul’s Cathedral. 

Story, WILLIAM WETMORE. 1819-1895. American. Some Chief’ Works: Statues 
of Edward Everett and of Prescott; Semiramis; Jerusalem; The Sibyl; 
Busts of Judge Story, Lowell, and Bryant. Biographies by Henry James, 
1903; Phillips, 1897. 


THORNYCROFT, HAMO, 1850- . English. Some Chief Works: The Mower; 
Statues of General Gordon, John Bright, Queen Victoria, and a bust of 
Coleridge. ° 


THORWALDSEN, BERTEL. 1770-1844. Danish. Some Chief Works: The Colossal 
Lion near Lucerne; Statues of Galileo and Copernicus; The Four Great 
Prophets; The Twelve Apostles. Biographies by Plon, 1873; Rosenberg, 
1896 (in German); Thiele, 1869. 

et CHRISTIAN FRIEDRICH. 1776-1851. Biography by Hildebrandt, 1898 (in 

erman). ; 

VERROCHIO, en DEL. 1435-1488. Italian. Chief Work: Statue of Colleone. 
Venice. Biographies by Cruttwell, 1904; Mackowsky, 1901 (in German), and 
in ‘‘Masters in Art,’ 1905. 


THE GREAT STYLES OF ARCHITECTURE. 


By Russet, Sturcis. 


Egypt, on the banks of the great river Nile, a wonderful 

architecture. The buildings which remain to us are of 

sandstone in some cases, of limestone in other cases, with 
granite used in a few instances only. There are tombs, some exca- 
vated in hill-sides or even wholly underground, and others built upon 
the surface; and these, though without exterior effect, are beautiful 
within—richly carved on walls and ceilings and elaborately painted. 
There are also still greater tombs, the famous pyramids, of which 
traces of fifty or more exist still along the western bank of the Nile; 
and of these three are of great celebrity—the famous pyramids of 
Ghizeh. The pyramids, however, have seldom any architectural 
character more than that given to them by their vast size; they are 
imposing as a hill is imposing, and not as works of art. There are 
also very wonderful temples, and these are the most important things 
for us in all very ancient art, because they are often admirably pre- 
served, with beautiful colonnades, and stately halls with their roofs 
still in place and their decorations hardly injured. The dates of all 
these are difficult to fix: but we know very nearly the dates of the 
most beautiful and the best preserved temples. Near the modern 
villages of Luxor and Karnak, on the ‘eastern bank of the Nile, are 
groups of temples, and smaller separate shrines, and these were 
built from 2200 to 1500 p.c. Again, on the western bank, are the 
buildings called the Ramesseum, from its builder, Rameses II, and 
the temple near Medinet-Habou: and all these, on both shores, are in- 
cluded in the vast ruined city which we call Thebes, following the 
Greek travellers of much later times. Much more recent temples are 
at Edfu and at Denderah, farther up the Nile: and of all the tem- 
ples that of Edfu is in the most admirable preservation. Some of 
these buildings are of the time when the Grecian dynasty of the 
Ptolemies governed Egypt: others again were built under Roman 
emperors, when Egypt was a province of the Empire: but the marvel- 
lous thing is that the ancient Egyptian style remained, almost 
unaffected by foreign influence, while everywhere else in the Mediter- 
ranean lands the Roman style of building had complete control. 

The Egyptian buildings are of astonishing beauty, and their extraor- 
dinary preservation makes them most worthy to engage our atten- 
tion. This preservation they owe to their system: of building, for 
upright piers, walls, and columns all carry horizontal lintels, beams, 
and flat ceilings made of stone slabs, and this method of construction 
assures the greatest possible stability. In fact, nothing can injure 
such buildings as these, except earthquakes and the violence of man— 
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when a temple is used as a quarry by later inhabitants of the soil, 
even its solid structure will not last long. 

The same general system of building was used by the Greeks, 
those famous inhabitants of the little peninsula called the Pelopon- 
nesus or the Morea, and of about as much land north of it, reaching 
to the mountains of Thessaly. The Greeks were colonizers, which the 
Egyptians never were; and wherever a city was built by people of 
' Grecian blood, temples arose worthy to compare with those of the 
mother country itself. In Sicily, both on the northern and on the 
southern shore, and again on the straits of Messina; in southern Italy 
on the western coast near Naples, and on the southern coast facing 
the Gulf of Taranto; in Asia Minor along that mountainous coast, 
facing westward, which was known formerly as the Ionian coast 
from the number of Greeks of that race that were settled there, in the 
islands of the eastern part of the Mediterranean Sea, those beautiful 
temples remain for us in very great numbers, and with enough of their 
early character to give us most striking and most interesting ruins, 
although so much of their original character is gone. They are nearly 
always less complete than the best preserved of the much older 
Egyptian temples. Their sculpture has been taken away and put in 
museums; their painting, which was once very elaborate and rich, 
has disappeared with time; their roofs, which were of wood, are com- 
pletely gone, so that authorities differ as to the real nature of these 
roofs; and no one temple has preserved its interior arrangements 
intact. Their refinement and beauty of design are still visible; and are 
of especial importance because the Roman conquerors of the Medi- 
terranean world shaped their own architecture very largely upon the 
models set by the Greeks; and because modern artists down to our 
own time have agreed in considering the Greek work as the type.of all 
perfection. Of these buildings the most famous is the Parthenon, 
which stands on the lofty, isolated, rocky hill in Athens which we call 
the Acropolis. This temple is of the Doric style or of the Doric order, 
though that term applies more accurately to the system of the columns 
and the structure upon them than to the building itself—its shape 
or character. The majority of the famous temples which remain to 
us are Doric, also; generally less splendid and’varied than the Par- 
thenon must have been, but no less valuable in an architectural sense. 
The best preserved are in Athens (the Theseion); at the place called 
Pesto, a few miles south of Naples, where stood the Roman town of 
Pestum; and at Selinunte in Sicily. 

All along the Ionian coast the great temples were of the Ionic style, 
and these were still larger than the largest Doric temples (with one 
remarkable exception) and even more elaborate in their sculptured 
adornments and in their cost and splendor. They are all in ruins, 
generally from the effect of earthquakes; but they have been most 
carefully studied by modern archeologists, and trustworthy plates of 
them as they are, and as they were in their perfection, drawn out 
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and published. Still, however, the most beautiful ruins of an Ionic 
building that we have is that of the small double temple on the 
Athenian Acropolis, known as the Erechtheion. As to the Corinthian 
style, with its splendid capitals covered with leafage studied from the 
acanthus, a kind of thistle which grows freely in Greece, there were 
very few buildings of pure Grecian type built in that style, although 
it was surely invented by the Greeks. It was left for the Romans, 
those diligent pupils of the Greeks, to perfect that rich and splendid 
style of antiquity. F 

Grecian houses are but little known to us: and even the public 
buildings, other than temples, have disappeared for the most part. 
Therefore we are very ignorant as to some important matters. Did 
the Greeks use windows? Did they know what a fireplace was? a 
chimney? They were ingenious as well as intellectual; and if they 
had lived in a cold and rainy land those things would have been 
created; but life on the Mediterranean shore was less exacting. 

In the course of the second century B.c. the Roman republic be- 
eame all-powerful in Greece; and from that time on, until the empire 
declined in power and significance, five hundred years later, Grecian 
thought was the leading influence in philosophy, poetry, and art 
throughout the western world. The Roman State seemed to have 
taken upon itself the task of preserving and spreading the knowledge 
of Greek achievement in the intellectual field. In the world of politics 
the Greeks had little skill, while the Romans were at home in it; and 
in military matters, of course, the feeble states of Greece were of no 
importance; but in abstract thought and in thought applied to litera- 
ture and art they were recognized a8 supreme. 

In architecture, as in all the arts, the Greeks were considered 
supreme. Here, however, the Roman world had need of buildings of 
many kinds and many ways of building never asked for by the 
Greeks; and moreover the Etruscans, a people of northern Italy, had 
taught the Romans to build freely with the arch—a thing neither 
Egyptians nor Greeks had ever used except for underground drains 
and the like—never for monumental buildings. The buildings in 
Italy and in the provinces of the Empire came thus to have a twofold 
character; they were built freely, with arches for doorways, with 
masonry vaults for the roofs, even of very large halls, with buildings 
several stories in height, with great diversity of plan, having windows 
to light small and large rooms—all of these being foreign to the 
Grecian ideas of building. But these structures of novel form and 
purpose were decorated by the columnar architecture of the Greeks. 
This fact of the mingled character of Roman architectural design 
removes it from the list of complete and exemplary architecture. 
All very great architecture is simple, its construction and its design, 
springing from the same source; and we cannot class Roman art with 
that of Egypt, of Greece, of the Gothic architects as described 
below. And yet the great skill shown by the Roman engineers and their 
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ready dexterity as builders and, as employers of painters, sculptors, 
mosaic workers, caused that one style to spread over: the whole 
Mediterranean world. From that time to the present the people of 
Europe and of European descent have been copying and recopying 
Roman models either consciously or unwittingly. 

Important Roman buildings which have preserved their general 
form and character are found as far as the Syrian desert, as at Baal- 
bek, where are two vast temples, with great courts and colonnades; 
as at Gerasa, as at Damascus, and even in the desert itself, as at 
Palmyra. They are rather numerous in Asia Minor, and especially 
on the coast of Western Asia; although the magnificent buildings of 
the later Greek princes, the successors of Alexander the Great, made 
it less important that the Roman governors should build. In Egypt 
alone are there no monuments of Roman style of any consequence. 
The overwhelming artistic strength of that Egyptian architecture 
preserved it almost intact, in spite of Roman political and social con- 
trol. In Greece, however, the Roman engineers built freely, some- 
times rebuilding ancient structures of Greek foundation, sometimes 
carrying out the orders of public-spirited Roman princes. Instances 
of this are seen in Athens itself, where the great temple of the 
Olympian Zeus, begun six centuries before and never completed, 
was now built anew in a completely Romanized form in the second 
century; and again in the musical theatre (Odeion) which, though 
due to the liberality of an Asiatic monarch, is that of the Roman 
period and of Roman design. | 

The whole of the Mediterranean coast of North Africa, the whole 
of the Spanish peninsula, the whole of Gaul from the Pyrenees to 
the Baltic, southern Britain, western Germany, the whole Balkan 
peninsula where now are the Turkish empire and some minor states, 
and the southern districts of Hungary and Transylvania, are 
all dotted thickly with the remains of Roman buildings, many of 
which were almost perfect in times not very distant, while some of 
them remain recognizable and imposing at the present day. In Italy 
itself and particularly in the neighborhood of Rome, these remains 
are especially numerous, more perhaps because of the less rapid 
advance of modern Italy in the ways of industrial progress than from 
the comparative abundance of the buildings in antiquity. It has 
been the principal hindrance to our study of the architecture of the 
past that modern wealth and modern energy sweep away the build- 
ings which remain to us, or if they spare them here and there, still 
no) them out of recognition. 

' In the fourth century a.p. the strong hold of the Grecian oiders 
over the Roman designers was much shaken. In the time of Augustus 
(governed 31 B.c. to 14 a.p.), and of Hadrian (governed 117 to 138 
A.D.), a stately doorway would be built by means of an arch springing 
from two pilasters, and an elaborate piece of columnar architecture— 
two or four great columns carrying an entablature—enclosing and 
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adorning this doorway. There was always a tendency to. break 
away from this “Roman Order” and to spring arches from the capitals 
of pilasters or the capitals of columns, completing the design in this 
way and abandoning altogether the larger columns and their en- 
tablature. In the time of Diocletian (governed 284 to 305 a.p.) this 
tendency is more strongly marked, and the building constantly cited as 
showing it in the most marked way is the great palace built by that 
prince on the shores of the Adriatic near the ancient town of Salona. 
The modern Spalato (or Spalatro) is built within and around the 
remains of that great structure. We may call this, if we please, the 
beginning of Romanesque architecture; for the word Romanesque 
means simply that which would be Roman if it could—imitation 
Roman—or at best nearly Roman. This is in no way a reflection upon 
that most attractive and beautiful style, or group of styles, which 
prevailed throughout Europe from the fifth to the twelfth century; 
but the name reflects very exactly the feeling of the people who created 
that style. The builder-of a Roman basilica like that of St. Agnes 
outside the walls, or St. Clement in the city, or of a half-eastern 
basilica like either of the two churches of St. Apollinare at Ravenna, 
or the round church of St. Costanza at Rome, or that in the little town 
of Nocera in southern Italy, may be considered—every one of them— 
as attempts to build as the Romans of the great Empire had built. | 
The very different conditions, the poverty of the little States into 
which Europe was divided, the small power and energy of nobles and 
princes, the loss of engineering and technical skill, all acted to- 
gether to compel the introduction of a new style, while the builders 
were most earnest in their desire to retain the old. Even the thick 
walls which we moderns admire come of the feebleness of the builders, 
for they did not know how to make a thin wall strong, nor did they 
know what their successors in the thirteenth century found out for 
themselves, how to throw the weight of their stone roofs upon piers 
and pilasters, leaving the walls merely to serve as screens against 
the weather. 

The great Byzantine style is really that form of Romanesque 
which arose in the Kast—within the limits of that Byzantine empire 
which carried on the traditions of the Roman world even until the 
fifteenth century. This style is so important in itself and has such 
strong characteristics that we seldom think of it when we say 
“Romanesque”—the name Byzantine is dignified enough. The great 
distinction between the styles, at least to one who is considering the 
plan and appearance of the buildings rather than their structure, is 
this—that the Romanesque church of western Europe was long and 
narrow, divided lengthwise by rows of columns, and having its roof of 
wood except where the bishop was strong and energetic enough to have 
it vaulted in stone; whereas the Byzantine building was roofed with 
domes and had therefore what we call a central plan—that is to 
say, it radiated from a great cupola in the middle and had often 
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smaller cupolas covering the four arms of a cross. Where the roof 
was not a cupola it was almost of necessity a wagon vault—tunnel 
vault or barrel vault, as it is often called; so that the whole church 
would be roofed with masonry, generally of brick and mortar. Then, 
the Byzantine churches were rich in color, the inner facing being of 
richly veined marble and mosaics of small cubes of glass or stone; 
while the western churches were much plainer, and had for their 
adornment generally paintings on the surface of plaster or wood. In 
the East and the West alike the exterior was, before the twelfth 
century, of little importance as compared with the inside effect. Bell 
towers, indeed, interested the church builders; and they used them 
for defense against roving plunderers or pirates landing on the coast. 
The tower itself protected the single entrance to the churck. In the 
twelfth century the use of sculpture had gained such strength and 
freedom, especially in what is now France, but also in the British Isles, 
in Spain and in Rhenish Germany, that the western front of a great 
church was often a wonderful display of sacred subjects in carving 
of human and animal forms mingled with vegetation. This carving 
would seem grotesque if we should take one piece at a time and 
compare it with Greek, or with Roman, or with fine modern sculpture; 
but its effect as a part of the architecture is wonderful, and no modern 
design can approach it for a moment. 

The Romanesque of western Europe. would be of more consequence 
also in its own capacity, were it not for the extraordinary style which 
grew out of it as its natural culmination. This is the style which 
we call, by a universally accepted fiction, Gothic. The name was ap- 
plied to it when the architects of the fifteenth century wished to return 
to what they thought would prove a Roman way of desigti, and the 
name was chosen as meaning barbarous (much as we speak of vandal- 
ism, from the Vandals, so the fifteenth century men spoke of Gothic, 
from the Goths—these two being the two most formidable enemies of 
classical civilization). But there is nothing barbarous about the 
style except in its diversity and picturesqueness, in which, indeed, 
it is strongly contrasted with the calm majesty of Grecian work. The 
origin of Gothic is this—that the vaulted roofs of churches were 
found easier to build by the simplest process of building, first, strong 
- ribs of stone. Each of these ribs was an independent arch; or at least 
was half an arch, because in many cases a rib would spring from the 
capital of a column and rise to a ring or keystone in the middle of the 
space to be roofed; and four or five or six of these ribs might combine 
in such a way that no one could say where a single complete arch was 
found. These ribs, then, divided up the space to be covered into 
triangles, and any one of these triangles could be vaulted by any 
village mason. Few of these triangles were too large to allow of a 
wooden centring for the vault, such a centring as might be built by a 
village carpenter ;: while the master stone-cutter himself knew enough 
from the teaching of his. apprenticeship and his earlier practice to 
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show the carpenters how to build and the masons how to shape their 
stones. In this way vaults of the most extraordinary shapes were built 
with perfect ease. This discovery dates from the years 1165-1200, 
during which time it was elaborated chiefly in the art of northern 
central France not very far from Paris, though the people of Nor- 
mandy also took a pleasure in the work. The results of it were certainly 
unexpected in their variety and in their beauty. The builders were 
led to build with a lightness never before attempted, for their skill as 
stone-cutters grew with every day’s experience; and as their purpose 
was to include the greatest interior space possible, they naturally 
pushed their arches higher and their vaulted roofs higher still, one 
town vying with another, each bishop seeking to outdo the bishop of 
the neighboring diocese, until the vaults, 130 feet above the church 
floor in Amiens Cathedral and even more than that in a few other 
churches, were reached; and although the nave of such a church is 
less than one-third of its height, yet to the nave is to be added the 
width of aisles, one on each side and often more than one. These 
buildings have proved themselves perfectly durable, always provided 
that they are cared for; but they have this one weak point—that the 
vaults must be protected from the weatgber. A wooden roof covered 
with lead must needs conceal and cover the vault of every nave, choir, 
aisle, or chapel, under penalty of the rain destroying the cohesion 
and the strength of the stone vault. This is the one inferiority of 
the Gothic work to, for instance, the Roman building in which, 
in the best examples, the vault is perfectly homogeneous, its outside 
shedding the rain water or bearing the burden of snow, while the 
inside forms the rich ceiling within. 

Gothie architecture reached its culmination of constructional and 
artistic merit toward the close of the thirteenth century; but for two 
hundred years more it followed a glorious development; though, as 
always happens in such a case, this development led away from severe 
good taste and in the direction of great richness and variety. The 
latest buildings which can still be called Gothic, like the famous town 
halls of Belgium (Ypres, Brussels, Louvain, Tournai, and Courtrai) ; 
the Palace of Justice at Rouen, Normandy; the church of Brou near 
Bourg in French Savoy; the chapel of King’s College in Cambridge, 
England; and scores of other buildings worthy to be named with these, 
are buildings which may be classed together as Florid Gothic. This 
style had admirable features peculiar to itself. Thus in England 
the fan vaulting of the fifteenth and sixteenth centuries, in France 
the flamboyant tracery in which the window-bars took the .shapes 
suggestive of flames or:clouds, the rich statuary which covered the 
Flemish and other northern buildings, and the magnificent lace-work 
of the tracery everywhere, as in the porch of Albi Cathedral in the 
south, and the flank of Beauvais in the far north of France, are open 
to the chatge of excess in richness; but this does not prevent their 
being of wonderful interest. The most curious thing about all this 
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is that at the very time that northern Europe was going wild in its 
joy over this excess of picturesqueness, in Italy the world was turning 
from its medieval course of thought and going back as near to the 
high Roman fashion as their minds and their conditions would allow. 

The Italians had never really cared for Gothic architecture. That 
style is essentially the work of the northern masons, and the Italians, 
though for two hundred years they built with pointed arches and 
ribbed vaults, never used the style with hearty freedom. They were : 
ready, as soon as the revival of learning had well begun, and there 
were scholars to teach them how to read Latin and Greek manuscripts 
‘and printers to print them, to turn to the study of that classical art 
which was everywhere in Italy; and then much more perfect than now. 
So it was that what the Italians call the Risorgimento, and the 
French the Renaissance, began about 1420 A.D. The first building 
recognizable as being of the classical revival is the chapel of the Pazzi 
attached to the church of Santa Croce (or Holy Cross) in Florence. 
This Italian Renaissance style flourished in a moment all over Italy, 
its most attractive early buildings being found even now in towns as 
far from one another as Venice in the far northeast and Palermo in 
Sicily. In its full early development it is as charming as any style 
can be, for the huge mass and weight of the Roman buildings are not 
—could not be—copied, and were replaced by lightness and grace of 
design. The lesson learned of the later Romanesque and the Gothic 
styles combines the charm of the north and of the south—the charm 
of combined medieval variety and classical purity of taste. Build- 
ings of this character are the church of San Zaccharia, and the 
dwelling house of Ca’Dario in Venice; the famous front of the church 
in the Certosa (Carthusian monastery), near Pavia in Lombardy; 
and churches and palazzi (large private town houses, as of wealthy 
nobles) in the cities of Lombardy and Venetia, Tuscany, Umbria, 
and all the country to the southern points of the peninsula as well 
as in Sicily 

There were exceptions, however, for the Florentine style was more 
grave and massive, and the Neapolitan style had a peculiar richness 
of sculptured legend, reminding us strongly of the Gothic sculpture 
af two centuries earlier. The style went on to a richer and statelier 
development, producing in the seventeenth century magnificent build- 
ings of less charm perhaps, but of superior dignity; and contem- 
poraneous with these was the building up in the north of a style 
founded partly upon the Italian Renaissance and partly upon the 
independent study of the architectural styles by the northern archi- 
tects themselves. Thus in France such palaces as those of Kcouen 
and Bussy, and the famous manor-house at Warengeville in Nor- 
mandy, are of the years between 1525 and 1575, and therefore are con- 
temporaneous with such stately Italian buildings as the library of 
St. Mark’s in Venice and the famous palace designed by Paladio 
in Vicenza. These buildings belong to what is called in Italy the 
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Classicismo, or the completed neo-classical epoch; and they are grave 
and sedate, somewhat cold in effect, and as nearly Roman as modern 
Italians could make them. The French buildings are comparatively 
picturesque in treatment. By the beginning of the eighteenth century 
or-even as early as 1675, this revived classical style had spread over 
the whole continent, and western Europe, from Edinburgh to Naples 
and Vienna, was building in nearly the same general style of archi- 
tecture. 

This was the latest of the great styles. A noble gravity inspired 
the better buildings of the eighteenth century, and although there was 
a great deal of what is called rococo and even what is called baroque 
in much of their decorative design, it is easy enough to find most 
interesting buildings even as late as the reign of Louis XV (reigned 
1715-1774) in France, which were free from this fault. It is the 
latest great style; because since that time there has been no prevalent 
way of designing strong enough to control an epoch, or a nation, or a 
body of artists. The French Revolution (beginning 1789) scattered 
and disarranged the thoughts of Europe, and since the close of 
the Napoleonic wars (1815) there has been no prevalent style any- 
where. Any architect has been free to design in any one of the styles 
which we have passed in brief review, studying them from books, and 
nowadays from photographs, more commonly than from the buildings 
themselves. Even such outlying schools as those of Asia, great in 
themselves but foreign to European requirements and European 
habits of thought, have been dragged into service, and it has been a 
fancy at different times to build in what was thought to be the Chinese 
or the Indian manner—experiments which end in nothing but con- 
fusion. Our own time, with its immense expenditure upon costly 
commercial buildings, great State houses and legislative palaces, 
knows no way of designing these great edifices other than by the 
copying of the work of more fortunate epochs. We build a Gothic 
church, a Roman State capitol, and a Romanesque business building 
side by side, trying in each case to preserve some of the vanished 
spirit of the ancient work we are copying; while the great business 
buildings of the cities are carried up through twenty stories and to 
three hundred feet of height and cost millions in their completion, 
without having as yet developed any system of design which saves 
them from the commonplace. 


Wuen we build let us think that we build for ever. Let it, not be 
for the present delight nor for the present use alone; let it be sueh 
work as our descendants will thank us for, and let us think, as we 
lay stone on stone, that a time is to come when these stones will be 
held sacred because our hands have touched them, and that men will 
say as they look upon the labor and wrought substance of them, “See 
this our fathers did for us.”—J. Ruskin. 
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DUMB STONE AND MARBLE. 


By Euizasern Harrison, Co-PrincrpaL Cuicaco KINDERGARTEN 
COLLEGE. 


the World’s Fair at Chicago. I was sitting one late after- 

noon in June in the Court of Honor dreamily drinking in its 

indescribable charm, when my attention was suddenly ar- 
rested by the face of a shabbily-dressed, hungry-looking little man 
whose body was deformed and twisted beyond hope of remedy. He 
stood, motionless, gazing at the scene before him. The white columns 
of the peristyle stood out strong and distinct against the darkening 
blue of the lake beyond, while the setting sun gilded the long colonnade 
of the Agricultural Building, the lengthening shadows giving an added 
touch of almost superhuman beauty to the scene. The look of radiant 
happiness upon the poor man’s face was so exalted that I, as well as 
he, forgot the external defects of his body, forgot all limitations; and 
for the time being my spirits rose to that sublime height which is 
our surest evidence of immortality. Such is the power of beauty 
upon the human soul. 

The fair white city has vanished, as does the outer form of many 
a noble creation, but its influence, like that of a great life, remains 
with us. 

The silent- language of beautiful architecture has been heard by 
the American people—and will never again be forgotten. For archi- 
tecture is a language as much as is music. It has been most signifi- 
cantly called “frozen music,” in that it catches in the same undefinable 
way the emotions of the artist and transmits them to the beholder. 
As we are lifted up by great music, we know not how, to the lofty 
mood of the composer, so, too, in the lines and forms of truly great 
architecture we may feel the greatness of the minds that created it. 
Aye, if studied aright, these stone autobiographies of great souls tell 
us of the spirit of the age in which they were built as surely as do the 
laws of the literature of the same era. 

In Egyptian architecture the huge Pyramids raise themselves above 
the level plain, but the beholder feels that it is a hindered effort to 
reach skyward. The mighty pile is not yet freed from the heaviness 
of its building material. Does not this clinging to earth, so manifest 
in the temples and tombs of Egypt, correspond with the idea of 
immortality held by Egypt’s people? It is not a freeing from the 
body, but a return to the body after a certain lapse of years. Even 
their columns are heavy and suggestive of weight rather than sup- 
port. In the same subtle story that comes to us when we look upon 
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the crouching lion body of the Sphynx, with its human head, the 
commingling of the bestial and the divine. Herodotus tells us of this 
same dual nature of Egyptain civilization; and the story of Joseph 
lets us catch glimpses of the Pharaohs and a nation of slaves. The 
silent testimony of art is as true as is the record of the court, or the 
chronicles of the priesthood. The point is uplifted, the head is 
human—a despot rules! The mass of the building lies close to earth, 
as do the majority of the nation! The analogy is striking. 

In the early Asiatic architecture we see everywhere a vague, unde- 
fined massiveness. Their temples are hewn out of the living rock, 
but are not yet separated from the source of their being. Is not this 
the external picture of the religious belief that scorns delight of 
this life and dreamily longs for oblivion in the beyond by the merging 
of the individual into the divine? Are they not “Nirvana,” uttered in 
stone? The intricate, endless tracery of their facades tallies with the 
endless details of the ceremonies of their religious and social life. It 
must be so, for the same stage of human development conceived them 
both. 

If we pass on to the architecture of China, their pagodas tell, in 
unmistakable language, of the caste idea, which has held China in 
bondage for ages; each story is distinct and separate, a bearer of the 
story above it. No thought now of the man for whom all labor, as in 
Egypt, nor of the vague mystery of East Indian thought, but story 
distinctly built upon story, each unalterable and in its own place— 
divided, separate, distinct every time. The everlasting fiat of caste 
in human society is here proclaimed by the silent architecture. As 
each man must follow the calling of his forefathers or die, so, too, the 
bottom story must remain a bottom story, no reaching up of lines 
from earth to heaven as we see in later buildings. 

When we turn to the more pleasing and beautiful architecture of 
Greece, we can read again in its glistening marble the same spiritual 
utterances of its people that we find in its immortal literature and 
its enduring forms of government. Here the individual is distinctly 
brought out—pillar after pillar stands in perfect equality, all bearing 
the superstructure, which protects and shelters all. The rhythm, 
poetry, symmetry, and beauty of Greek life and Greek thought are 
fairly sung by her marble temples, even in their ruined condition of 
to-day. Greek balance and harmony are proclaimed by these lasting 
monuments. Even Greek logio is told, in that there is no part of her 

buildings whieh is not for a purpose. No useless pillars and super- 
fluous arches such as we find in later architecture. Is not this the 
same contentment that we find manifested in the Greek character as 
sketched for us by her great poets? Happy and serena, yet not grossly 
enamored of life, willing to die for a principle as shown by the Trojan 
war—and yet Achilles, the heroic soul of that war, meets Ulysses in 
the under world and tells him that he longs to be on earth again. 
“Be beautiful on this earth and do not attempt to leave it, nor rise 
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too far beyond it,” whisper the Greek temples, and Greek ethics and 
Greek religion go no further. Even in the enlarged and modi- 
fied form of Greek architecture which the Columbian Exposition 
gave to us, we felt a longing to live with it rather than to rise 
above it. 

Rome gives us her two phases of civilization in her buildings as 
clearly and as distinctly as in her laws and her literature. A Roman 
basilica, a court of justice, is straight, angular, stern, and uncom- 
promising, fit home for that code of justice which moulded the world- 
consciousness into respect for those laws that have become the laws 
of all civilized nations. But Rome was the colonizer, the all-con- 
quering empire, also, and unconsciously shall we say, the overreaching 
dome rose into prominence with its supporting rits coming from 
every point in the compass to the one crowning ceutre, true symbol 
of imperial Rome to which all roads were said to lead. Dr. Denton 
Snider has explained so clearly the significance of the Roman dome in 
his “World’s Fair Studies,” that any words of mine vould add but 
little to the thought. Roman architecture proclaims the spirit of a 
proud, strong, great, all-embracing people, yet content for the most 
part with the things of this earth. The dome does not soar as do 
the spires and towers of a later civilization. 

In Gothic architecture we see rising the spirit of the middle ages. 
The dreaming of another and a higher life. The longing to be freed 
from the body. The vast stone cathedral, with its pointed windows 
and perpendicular lines and soaring spires, was, to again quote from 
Dr,’ Snider, “like a huge giant lying prone upon the ground with 
long arms upstretched toward heaven, struggling and striving to rise, 
yet seemingly unable to lift himself up, of the earth earthy.” Here 
we have the sinner and the saint contending in the souls of men who 
build these cathedrals. The creed that pronounced man to be a 
worm in the dust, and yet an archangel, is here written in unalterable 
lines. Do they not tell to us, with the eloquence that marble alone 
can use, the whole history of that civilization which caused man to 
flee from society and shut himself up in convents and monasteries? 
The sense of the weight of sin is here—and yet the aspiration of 
faith that could remove mountains is also here. The whole struggle 
of the early Christian thought is poured forth in these poems of 
stone that it took hundreds of years and generations of loving, devoted 
artists to complete. No wonder that we bow our heads in reverence 

‘when we enter a Gothie cathedral! ; 

The great revival of learning which swept over Europe and brought 
men back to the study of Greek thought and a larger life than ‘the 
middle ages had permitted, is recorded by the architecture of the 
Renaissance as clearly as by the writings of that brilliant era, or by 
its new forms of political activity; but the record of Architecture has 
this advantage, the ideals built into stone and the emotions carved 
upon marble could not be warped by the translator, nor misunderstood 
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by the historian. They stand unaltered, exactly as they were left by 
their makers. 

Thus we see that every great civilization has shown itself to be a 
united whole by leaving to mankind a distinct and characteristic 
record of itself in ‘the silent but enduring witnesses of stone and 
marble that stand upon its hilltops, or in its marts, witnesses which 
tell in unerring language, of the spiritual exaltation or debasement 
of the era! For architecture is the art that appeals most to national, 
as well as municipal pride. It is the art in which all the people can 
participate. It is therefore the one that gathers up and reflects most 
truly the taste and degree of culture of a nation. 

Musie and the Drama enchant for a brief hour. Paintings are 
shut within the great galleries or cathedrals. Literature is for the 
reading public only. Sculpture, alas, is hidden within walls; but 
a noble building stands for hundreds of years abiding amidst chang- 
ing humanity; it silently influences generations as they come and go. 
It is, as it were, an ever present poem, an inspiring sermon, or 
solemn dirge! Architecture has a language of its own—which all 
must read either consciously with keen enjoyment, or unconsciously 
with a duller kind of pleasure. By day and by night, for high and 
for low, it utters its message. Its influence, either perceptibly or 
imperceptibly, is felt by all. 

The very fact that we apply terms of the spirit to forms of archi- 
tecture shows that man has felt the subtle connection between the 
two. The language which we use in speaking of it is perhaps the 
surest sign of its influence upon us. We talk of “gentle curves,” 
or “stubborn lines,” of “refined or voluptuous styles,” of “noble build- 
ings,” and of “a religious feeling,” or “debased eras of architecture.” 
Is it not a suggestive analogy that in Holy Writ the paradise of 
unconscious innocence is represented as a garden, planted by the 
Lord, whereas, the paradise of conscious holiness is represented by 
a city of beautiful architecture ? 

The abstract lines of architecture are copies of nothing in nature, 
but are the deliberate expression of the highest creative mood of the 
artist and are, therefore, the soul of man speaking to the soul of his 
fellow man in a language created by the soul, not borrowing any 
intermediate terms from the forms or sounds of earth. When we 
begin to realize this we know why it is that a beautiful building 
affects us so strongly; why great cathedrals stir and uplift us; why 
noble domes cause noble emotions to awaken within us; and why 
quiet, well-built rows of houses are satisfying to the peaceful citizen. 

Architecture more than any other art is the property of all classes, 
as has already been said. It still stands when the concert is over or 
the opera is ended. It is not shut within walls, but stands in the 
open air that every sunbeam and shadow may play upon it, that every 
passing cloud may change the tone of its beauty. For the great archi- 
tect takes into consideration the painting which the sunlight and 
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shadow will give to his work as does the musician the use of volume and 
tone expressing his emotions. ‘Therefore the location of a building 
has much to do with its form and detail. If it is rightly built, that 
is built sincerely to express in a noble way the real purpose for which 
it is built, and is rightly placed, it stands a beautiful, silent, and 
majestic poem in stone or marble to influence and ennoble each pass- 
ing generation of the children of men. 

Mr. Henry Van Brunt even goes so far as to assert in his most 
helpful and interesting book, “Greek Lines,” that “lines are made 
to tell the story of the soul.” He says the architectural growth of the 
past may be divided into three distinct, though related, eras, namely: 
the Egyptian, the Greek, and the Roman, including under the latter 
head the Roman, Byzantine, Mohometan, Medieval, and Renaissance; 
and that the chief inner characteristic of each of these periods is illus- 
trated by a single line. First, the perpendicular, uncompromising 
straight line represents the stern, inflexible simplicity of the tombs 
and obelisks in Egypt. The same lines are repeated in the drawings 
upon the walls of these monuments representing the death, judgment, 
and doom of mankind. The stern soul of Egypt thus speaks through 
a single line. Nor is the line by which the architecture of Greece 
is designated less significant. We see it in the graceful but re- 
strained curve of so many of the Greek temples, statues, and urns. 
It tells of Greek freedom and ease, but also of Greek self-control. It 
was part of the civilization of Pericles and Plato, of Euripides and 
Apelles; and was lost sight of when the philosophy and literature of 
the same era were silenced. Again, when Roman arrogance and self- 
assertion made quality yield to quantity we see the rounding swell of 
the quarter circle joined to similar quarter circle swelling in the oppo- 
site direction, so often found in the arcades and triumphant arches, 
in the vaulted halls of the baths and palaces of Rome. It is true 

ethat Greek architecture was carried to Rome. But, to use Mr. Van 
-Brunt’s eloquent simile, it “was chained to the triumphant car of the 
Roman conquerers; the beautiful Greek pillars no longer supported 
the shelter of the temple of the gods, but stood as useless ornaments 
at the doors of Roman palaces—servants in livery!” In no case was 
the gracious but reserved freedom of Greek art allowed to interfere 
with “the expression of insolent prodigality, of vehement and sensuous 
splendor which the Roman empire desired to express in all its works 
as a matter of public policy.” Roman civilization changed the beauti- . 
ful Greek pillar into the sumptuous Corinthian order and created the 
still more gorgeous Composite. “These Rome established as the 
official standards of her luxury, and with them she overawed the bar- 
barians in the remotest colonies of her empire.” What chance had 
the quiet beauty of the Greek line in such a civilization? It appeared, 
but was like a “song of liberty sung in captivity.” . 

Even a slight acquaintance with good etchings shows that hurry 

and confusion are expressed by short, sharp lines, whereas, quiet and 


146 THE FINE ARTS, MUSIC, AND THE DRAMA 


harmony are told by long flowing lines much as similar emotions in 
music are expressed by quick, sharp sounds, or by the long drawn out 
quiver of the bow across the strings. Even the common wall papers 
create discord or harmony according to the beauty or the ugliness of 
their lines. 

Fascinating and delightful as is the study of lines and their in- 
fluence, not only upon all of the other arts, but, also, upon all of the 
industries, we must not enter into it here. Let us concentrate our 
attention upon the subject-matter in hand, inasmuch as architecture 
is the highest and at the same time the most potent expression of this 
great language of form. For the language of form is as great as is 
the language of music, and must be studied with the same intelligence 
and devotion if its subtle charm and indescribable beauty are to be 
mastered. 

One cannot go far in the study of architecture without soon per- 
ceiving that different materials are required to express. different 
styles of architecture, as in music different kinds of instruments are 
required to express differing emotional tones. Indeed, we find that the 
great master builders created new material as the great musicians have 
devised new instruments. We cannot make this subject clearer than 
by citing once more from Henry Van Brunt: 

Granite (the material natural to Egypt when the nearest moun- 
tain ranges supplied the only building materials) gives naturally 
buildings where the beauty and nobility depend most upon the strong, 
single outlines, rather than details; where the carvings are few and 
large. 

Sandstone and Limestone (so much used in Medieval France and 
England because they are the natural material of the locality) allow 
of more carving and moulding, such as can be seen on the cathedral 
doors and spires of that period. 

Marble (the material used by Greece, whose marble quarries are 
the best in the world) permits exquisite carving of a delicacy and 
refinement impossible to rougher materials. 

Onyx, agate, and other semi-precious colored marbles (such as are 
seen upon the buildings of Venice and Florence) bring naturally 
the art of Mosaic decoration or plain surfaces into prominence, 
Carvings and mouldings are not needed where richness of color gives 
vent to true emotions. 

Terra Cotta (such as is used in Northern Italy) allows full play 
to the moulding genius of such artists as the Della Robbia. 

Coarse conglomerate (wheré no more staple materials offer them- 
selves, or where the skill of man is somewhat limited) is used by 
such nations as the all-conquering, all-pervading Romans and later 
on by the Spanish explorers and conquerors of the New World. 
These rough, pebbly surfaces are made smooth by plaster and thereby 
can be decorated by beautiful mouldings, and suggestive and satisfy- 
ing coloring. 
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The last two of the above mentioned materials show the power of 
the architect to create the materials needed to express his thought. 

While this subject of the use of right material is under considera- 
tion, I cannot refrain from re-emphasizing it by quoting once more 
from the same author. He says: “It has been discovered that in every 
great era of art, material has been used according to its natural 
capacity: by the constant use of such natural capacities, the arts have 
approached perfection: by their abuse they have inevitably declined. 
Thus as regards architecture in a district’ which produces granite 
alone, the prevailing style would submit to certain modifications to 
suit the conditions of the material; the mouldings would be few and 
large, the sculpture broad and simple, depending rather upon outline, 
than upon detail for its effect. In places where the stone was 
easily worked, the mouldings and carvings would be more frequent. 
Where fine marbles were available, the architecture would be deli- 
cately detailed, and affect a quality of refinement impracticable under 
other conditions. Where colored marbles abounded the wall surfaces 
would be veneered with them, in patterns, and designs in Mosaic 
would become frequent. Where clay only prevailed, there would arise 
an architecture distinctly of brick and terra cotta. If the stone of a 
district was coarse and friable, it would be used in rough walls, cov- 
ered with a finish of cement or plaster, which in its turn would create 
a modification of style priding itself upon its smoothness of surface, 
its decoration by incisions and fine moulding and applied color. 

“Thus, Egyptian art was, in some of its most characteristic ex- 
pressions, an art of granite; the medieval arts of France and England 
were mostly arts of limestones and sandstones of various qualities; 
the art of Greece was an art of fine marble; that of North Italy was 
an art of baked clay; that of Venice and Florence was distinguished 
for its inlay of semi-precious marble; that of Rome, as her monu- 
ments were part of her political system, and were erected all over 
the Roman World as invariable types of her dominion, was an art 
of coarse masonry, in whatever material, or of concrete covered with 
plaster or with thin veneers of marble. In like manner, forms 
executed in lead were different from forms executed in forged iron. 
Forms cast in moulds were different from forms forged or wrought 
with the chisel. Forms suggested by the functions and capacity of 
wood were quite different from any other.” 

Thus we see that the mind of man makes plastic the materials of 
nature on the one hand, and the materials of nature restrict the form 
of expression on the other hand, but never the content of art. The 
soul of the true artist will express its highest in whatever it is com- 
pelled to work. 

Such is the record of the past! What does the architecture of 
to-day tell us of man’s spiritual condition? 

The crowded city, growing more and more crowded each year, is 
undoubtedly the most distinctive fact in the civilization of the present 
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time. We may regret this fact, but we cannot deny it; or we may. 
proudly rejoice in it, seeing through it the closer coming together 
of mankind, the nearer approach to a practical realization of the 
solidarity of the race. 

“Am I my brother’s keeper?” may be asked when wide miles of 
space intervene between me and that brother. But when his ignorance 
of the laws of health has allowed filth to accumulate at his back door 
until a breeding-bed for disease germs has been established and we 
know that these germs will float in at our window not fifty feet away, 
we begin to understand that we are his keeper. When his neglected 
children, growing up amidst squalor and vice, seduce or corrupt our 
idolized and carefully protected child, in anguish of heart we con- 
fess that we are all of one blood, and that we must care for humanity’s 
children, as for our own. When our brother’s hunger-crazed brain 
accepts anarchy as the only solution of his wretchedness, and our 
lives and liberty are threatened thereby, we no longer ask the question, 
we know that'we are his keeper. 

Therefore, the crowded city, to the earnest, thinking mind is not 
altogether a sign of degeneracy. Disagreeable as it may be to the 
man or woman of culture to live amidst jarring sounds and jostling 
crowds, it is nevertheless a step forward in the race-consciousness of 
its high destiny. The country boys and girls who eagerly leave their 
quiet, comfortable country homes to rush into our great cities, and 
perhaps be crushed and trampled under foot by the unheeding crowd, 
feel this new stage of the life of the race even when they cannot 
explain it. Here all humanity offers its good and its evil to them. 
More of these country town boys and girls come to the cities for the 
added life they find there, than for the added wages which they hope 
to earn. 

The time comes when the higher types of humanity, who have been 
trained by this city life, return to the country, where their knowledge 
of improved machinery and scientific agriculture enables them to live 
as masters rather than as slaves to the soil. Their artistic training 
and literary culture furnishes the needed stimulation to heart and 
brain, such as is now sought by uncultured minds in commingling 
with the crowd. Rapid transit, rural delivery, long-distance tele- 
phones, and similar inventions of to-day all predict the increase of 
this restoration of man to his normal condition, and hence to his 
best environing influences. But for the present—and for years to 
come—the large majority of people will congregate in our large 
cities. We are in the midst of the growing urban civilization. 

Let us now turn to our Architecture, and see if it is writing the 
true record of our spiritual condition. Is the new form of archi- 
tecture that is coming into existence to-day a genuine expression of 
the new meaning we are trying to give to life? It must inevitably be 
so. How could it be otherwise? The mind of man is a unit, and the 
mental state that would call for a life in a crowded city would neces- 
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sarily demand an art expression in the form-world that would corre- 
spond to the crowd-seeking tendency of this age. We are no longer 
Asiatic, vaguely dreaming of a sensationless existence-in which all 
individuality is lost; nor are we Greeks, rejoicing in this life merely; 
nor are we medieval ascetics, striving and praying to be released from 
this body. We are a new people with a new idea. We are the com- 
mingling of many peoples, yet all united under the thought, not only 
of the dignity and freedom of each, but of the solidarity of the race, 
not as the Greeks felt it, but with the added consciousness of “the 
social whole.” What then may we expect to be the silent revelation 
of our civilization in dumb stone and marble? 

As we turn to our architécture we see this new spirit of the time 
writing a new record, we find “the great stone giant,” which in the 
cathedrals of Europe lay prostrate upon the earth with only his arms 
and fingers stretched upward as if crying for help, now standing 
erect upon his feet. Having cast off the heavy garment of stone, he 
rises fifteen, twenty stories high in his new and lighter clothing of 
terra cotta and brick. “He no longer points upward,” says Dr. 
Snider in a lecture on American architecture, “but stands erect and 
looks Outward. He can bend before the gale, yet withstands the 
mightiest storm”—true symbol of the Democracy that has created 
him! 

If art is the expression of a nation’s highest ideals in sensuous 
form, can we not read the new thought of the race in this sudden 
change in all that has hitherto been accepted as the standard of 
beauty in buildings? America to-day calls across the waters of the 
deep: “We are all one common brotherhood. There shall be no more 
class or caste! The humble shall be exalted and the lowly shall be 
lifted up! The rail-splitter shall sit in the president’s chair, and the 
Vermont village boy shall become the hero of Manila.” 

And the great inevitable Spirit-of-the-times writes the joyful mes- 
sagé in the strong, light, airy skyscraper of to-day, using the very 
dust of the earth for its storm-defying coat! Have you ever thought 
of how significant the fact is that man had first to conquer fire, and 
then by means of fire has been able to make of mud a fire-proof ma- 
terial? Is not this “negative negating itself” in very truth before 
our eyes? 

But to return to our subject. The older civilizations are slowly 
answering the call of America. It is not man’s greed alone that has: 
brought into existence our twenty-story buildings. It is the crowded 
condition of our cities that has created them. They would have been 
morally as well as materially impossible in an earlier stage of the 
world’s history. Their framework is steel, plus nineteenth century 
intelligence, and their covering of terra cotta is mud mixed with 
nineteenth century brains. But is it not also true that the best busi- 
ness locations, the best sanitary conditions, the best electrie appli- 
ances, and the best elevator services are now demanded by the multi- 
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tude as well as by the few? And our giant skyscrapers are the an- 
swer to this demand. They have been most truly called “the statue 
of the crowd,” inasmuch as they most expressively represent in line 
and contour the inner meaning of the crowd. 

The question now is, “What shall we do with our crowd?’ It has 
projected its inmost nature upon our vision. We can no longer mis- 
understand it or its needs. Here it stands self-assertive, shutting out 
our light and sunshine, arrogant, lean and hungry, oftentimes ugly 
and offensive to the artistic eye—and yet with a certain simple 
dignity and an unmistakable aspiration which demand our respect- 

No prophet of old ever called more eloquently to his people to returp 
to the worship of the God of Righteousness than do these tall, gaun+ 
giants of dumb stone and marble. This is one of the messages of 
Architecture, oftentimes not fully realized until the message has 
ceased to be needed, and the terrible consequences of sin have come, or 
the glorious opportunities of awakening aspiration have gone. 

What shall we do with this crowd, bereft of reverence which the 
silence and solitude of country life brings, drifting away from the 
self-respect which honest labor implants in the human breast, and 
slowly but surely losing the quiet dignity which comes from sim- 
plicity of life? What shall we do with this ever present crowd which 
has already shown itself strong enough to reflect itself in Art? It has 
reached an art era, and Art itself must be our answer. A new 
beauty must be forthcoming, a beauty that shall be so appealing, so 
uplifting, so soul-satisfying, that it compels a forgetting of small] 
selfish aims, and unites and harmonizes unconsciously the jarring 
and conflicting elements of mankind. Does this seem to claim too 
much for Art? Watch a crowd stirred by music; observe closely a 
body of people as they witness a fine drama; or study an audience that 
has been thrilled by some gifted orator; you will no longer question 
the transcending power of Art. And of all arts, architecture is the 
art of the crowd; ‘as has already been said, it stands silent and sug- 
gestive upon the public highway for all the people, at all hours of the 
day and night. If we doubt the power of form and line to uplift or 
debase, let us turn to a study of some of the buildings about us to-day, 
and see if they do not individually speak a language of their own, 
and yet one which may be easily mastered by any observer, and 
which teaches us daily, whether we know it or not, to be shallow and 
false, or noble and sincere. 

When we exclaim, “What a barn-like place! I am glad I do not 
have to live there!” or, “This is such a home-like house, I like it,” 
what do we mean? Is it not that the former, in its bad proportions, 
is assertive and commonplace, untrue to our ideal of a home? 
Whereas. the latter suggests individuality, privacy, and quiet com- 
forts, three essentials of a true home? Who has not experienced a 
pleasurable sensation, when arriving at a. wayside railway station, 
on observing the roof to be the preponderating feature of the building, 
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whose chief office is to shelter people, temporarily, at the same time 
giving them freedom of access and egress? Had massive walls en- 
closed the station they would have destroyed the rea] meaning of the 
building. 

Could anything be more appropriate to the generous sheltering of 
large throngs of people than the beautiful Union Depot at St. Louis? 
So far as my knowledge extends, it is the ideal depot of the world. As 
charming as is every detail of this handsome building we should not 
eare to use it for a church, an art gallery, or even an assembly hall. 
Its purpose is to welcome the coming’ and speed off the parting 
guest with grace and ease and dignity. It would be an untruth in 
architecture if used for any other purpose, and this untruthfulness 
would be felt by every beholder even if he could not analyze the cause 
of his dissatisfaction. 

Again, can one conceive of a more perfect packing-box than the 
Marshall Field wholesale dry-goods building in Chicago? Here are 
strength, solidity, compactness, and security in every line of this 
building, equally as beautiful as the St. Louis Union Depot, though 
it is a wholly different form, as is right, for a wholly different purpose. 

Who has not felt the majesty of a great city’s weleome as he or she 
has ascended the few marble steps that lead to the spacious entrance 
of a fine museum or art gallery? Recall the feeling that you were 
entering upon a grand festival which the facade of the Grand Opera 
House in Paris gave to you. Did it not tell of a nation which knew 
the value of recreation, without forgetting the charm that ccurtesy 
lends? Think of the quiet dignity of greeting which the English 
people give to the world by means of the entrance to the National 
Gallery; and then think of the insignificant little green doors through 
which a Chicago public is hustled off the sidewalk into the Audi- 
torium, and you will realize how far the great metropolis of the 
middle west is from a right comprehension of Art forms worthy 
of so great comprehension. 

On the other hand, you who have stood before the National Library 
at Washington, or walked through its superb interior, know the glow of 
satisfaction that has stirred within your hearts as you realized how 
great must be the spirit of a nation which would choose to make so 
fitting a casket for her priceless treasury of thoughts. Need I multi- 
ply examples to prove that we, the American people, are slowly but 
surely learning the great and beautiful language of Architecture and 
its powerful influence in the ennobling of a nation? When the day 
eomes in which we read its full significance we will surely cease to dis- 
figure the streets of our cities and make coarse and commonplace our 
towns and villages with disproportioned, ugly, and _ self-assertive 
buildings. As the daily accumulations of filth are now made away 
with, as a matter of course, so, too, some day, when the language of 
form is understood, inharmonious and false architecture will be fer- 
bidden. 
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Much is already being done by some of our leading newspapers and 
magazines in offering prizes for the best designs of simple homes, 
schoolhouses, civic halls, etc., and also the widespread publication of 
the more artistic of these designs. Such enterprises are heralding 
the approach of the day when we shall cease to admire Greek porticoes 
stuck on to the plain-looking American house, staring helplessly at 
us “with strange alien look.” Even if our colonial forefathers did 
blunder thus in their early struggle for beauty, why need we repeat 
this misapprehension of Greek pillars? At one of our recent Na- 
tional Educational Associations, where the largest body of educators 
in the world was assembled, a resolution was passed as follows: 

“We believe that the standards for school architecture should be as 
definite as the standards for teaching. The law should fix the dimen- 
sions and all other requirements of school buildings as well as the 
size and character of school grounds.” 

Still more is being done by our great railroads. They are doing’ 
architecturally for the present day what the great cathedrals did for 
the middle ages, by planting beautiful buildings in the midst of our 
Western towns and villages, thereby teaching the people at large to 
admire solidity, fitness of form, significance of line, and harmony of 
color, as much as they do with promptness and business enterprise. 
One of the suggestive lessons of the World’s Fair at Chicago was that 
of a smokestack transformed into a tall and stately tower which 
added dignity to the building to which it belonged, as well as beauty 
to the landscape. 

This is an age of utility, but we are fast learning that the useful 
may be made beautiful also, and our land may in time become a land 
of worship as well as a land of work. The present effort to make 
our national capital the most beautiful city in the world is but the 
foreshadowing of the cities, of the future, after we have learned the 
great value of beauty. Our frequent expositions are doing far more 
than displaying the wealth and resources of our modern civilization. 
They are visions of the possibilities of beauty and harmony and joy 
that may be expressed even where the vast crowd jostles and pushes. 
They are as yet the dreams of artists, but will some day become 
glorious realities, the investments of patriotie citizens in that which 
is more precious than gold. 

If you are in prophetic mood rejoice with every thoughtful lover 
of mankind at the dawning evidence of another era of true apprecia- 
tion of Art and its great mission to mankind. If you are doubtful, 
turn your thoughts once more to the “Fair White City” that stood for 
a moment, as it were, on the shore of Lake Michigan,—coming and 
going like a heavenly vision of the cities yet-to-be, and will you realize 
the greatness and significance of the language of form ? 
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This is said to be the largest building in the country. It is 
of white marble and granite; it contains 520 rooms, and includ- 
O ing a courtyard 200 feet square, in the centre, stands on 4 1/2 
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acres. The central tower is 547 feet high, on the top of which 


is a colossal statue of William Penn, 37 feet in height. 
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THE COLUMN AND THE ARCH OF TRAJAN IN ROME. 


By A. J. C. Hare. 
TT beautiful “Column of Trajan,” the justest of Roman 


princes, calléd Columna Cochlis, from its winding stairs 

resembling the spiral of a shell, was erected in his honor 

by the senate and people of Rome, a.p. 114, to show the 
height of the mound levelled by the emperor—ad declarandum 
quantae altitudinis mons et locus sit egestus. It is composed of 
thirty-four blocks of Luna marble, and is adorned with a spiral band 
of bas-reliefs illustrative of the Dacian wars, increasing in size as 
it nears the top, so that it preserves throughout the same proportior 
when seen from below. The reliefs include over two thousand figures. 
It was formerly crowned by a statue of Trajan, holding a gilt globe, 
which latter is still preserved in the Hall of Bronzes in the Capitol. 
The statue had been carried off by Constans, or had fallen from its 
pedestal long before Sixtus V. replaced it by the existing figure of St. 
Peter. At the foot of the column was a sepulchral chamber, in which, 
preserved in a golden urn, in a “cella,” were placed the imperial 
ashes. 

“Apostolic statues climb 


To crush the Fag ot urn, whose ashes slept sublime.” 
—Childe Harold, ex. 


The triumphal “Arch of Trajan,” which formed the entrance to the 
forum, was destroyed in 1526. Its site was near the present Pastorria 
Traiana. 


“The forum of Trajan comprised seven different sections: namely, 
the propylaia, or triumphal arch of the emperor; the square itself, 
with the equestrian statue in the middle; the Basilica Ulpia; the 
Bibliotheca Ulpia; the two hemicycles; the monumental column; and 
the temple of Trajan. The ensemble of these various sections was 
considered not only the masterpiece of Roman architecture of the 
golden age, but one of the marvels of the world. Let me quote the 
words with which Ammianus Marcellinus (xvi. 10) describes the 
impression felt by the Emperor Constantius at the first sight of the 
group. ‘Having now entered the forum of Trajan, the most marvel- 
lous invention of human genius,—singularem sub omni coelo struc- 
turam,—he was struck with admiration, and looked round in amaze- 
ment, without being able to utter a word, wondering at the gigantic 
structures,—giganteos contextus,—which no pen can describe, and 
which mankind can create and see only once in the course of centu- 
ries. Having consequently given up any hope of building himself 
anything which would approach, even at a respectful distance, the 
From ‘Walks in Rome,” London, 


164 


158 THE FINE ARTS, MUSIC, AND THE DRAMA 


work of Trajan, he turned his attention to the equestrian statue 
placed in the centre of the forum, and said to his attendants that he 
would have one like it in Constantinople.’ These words having been 
heard by Hormisdas, a young Persian prince attached to his court, 
he turned quickly towards the emperor, and said: ‘If your Majesty 
wants to secure and keep such a horse, you must first provide him 
with a stable like this.’ ”—Lanciani, “Ancient Rome.” 


It was while observing the monuments in this forum that Gregory 
the Great, noticing one of the marble groups which told of a good 
and great action of Trajan, lamented bitterly that the soul of so 
noble a man should be lost, and prayed earnestly for the salvation of 
the heathen emperor. He was told that the soul of Trajan should 
be saved, but that to ensure this he must either himself undergo 
the pains of purgatory for three days, or suffer seven different 
diseases and then die. He chose the latter, and immediately went 
lame. This incident is narrated by Paul Diaconus and John of 
Salisbury, and is picturesquely recounted by Dante in the 10th canto 
of the “Purgatorio” (v. 73-83). 

The forum of Trajan was partly uncovered by Pope Paul III. 
in the sixteenth century, but excavated in its present form by the 
French in 1812. , Behind the houses on the Quirinal side of the 
forum, remains of curvilinear buildings may be seen belonging to 
one of the two hemicycles which opened on to each side of the forum, 
and were designed to hide out the scrapings made in the Hill behind, 
on the north side, and the poorer houses on the opposite, or southern 
side. There is much irrevocably buried under the streets and gigantic 
neighboring houses. 


“All over the surface of what once was Rome it seems to be the 
effort of ‘Time to bury up the ancient city, as if it were a corpse, and 
he the sexton; so that, in eighteen centuries, the soil over its grave 
has grown very deep, by this slow scattering of dust, and the accu- 
mulation of more modern decay upon her older ruin. 

“This was the fate, also, of Trajan’s forum, until some papal 
antiquary, a few hundred years ago, began to hollow it out again, 
and disclosed the whole height of the gigantic column, wreathed 
round with bas-reliefs of the old emperor’s warlike deeds (rich 
sculpture, which, twining from the base to the capital, must be an 
ugly spectacle for his ghostly eyes, if he considers that this huge, 
storied shaft must be laid before the judgment-seat, as a piece of 
the evidence of what he did in the flesh). In the area before the 
column stands a grove of stone, consisting of the broken and unequal 
shafts of a vanished temple, still keeping a majestic order, and appa- 
rently incapable of further demolition. The modern edifices of the 
piazza (wholly built, no doubt, out of the spoil of its old magnifi- 
cence) look down into the hollow space where these pillars rise. _ 

“One of the immense gray granite shafts lies in the piazza, on the 
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verge of the area. It is a great, solid fact of the Past, making old 
Rome actually visible to the touch and eye; and no study of history, 
nor force of thought, nor magic of song, can so vitally assure us that 
Rome once existed, as this sturdy specimen of what its rulers and 
people wrought. There is still a polish remaining on the hard sub- 
stance of the pillar, the polish of eighteen centuries ago, as yet but 
half rubbed off.’—Hawthorne. 


THE BASILICA OF ST. PETER’S CATHEDRAL IN ROME. 
We Uk Sore 


E now push aside the heavy double curtain and enter the 
Basilica. 


“Hilda had not always been adequately impressed by the 

grandeur of this mighty cathedral. When she first lifted 

the heavy leathern curtains at one of the doors, a shadowy 

edifice.in her imagination had been dazzled out of sight by the 
reality.”—Hawthorne. 


“The interior burst upon our astonished gaze, resplendent in light, 
magnificence, and beauty, beyond all that imagination can conceive. 
Its apparent smallness of size, however, mingled some degree of 
surprise, and even disappointment, with my admiration; but as I 
walked slowly up its long nave, empanelled with the rarest and 
_ richest marbles, and adorned with every art of sculpture and taste, 
and caught through the lofty arches opening views of chapels, and 
tombs, and altars of surpassing splendor, I felt that it was, indeed, 
unparalleled in beauty, in magnitude, and magnificence, and one of 
the noblest and most wonderful of the works of man.”—Katon’s 
“Rome.” 


“St’ Peter’s, that glorious temple—the largest and most beautiful, 
it is said, in the world—produced upon me the impression rather of 
a Christian pantheon than of a Christian church. The esthetic intel- 
lect is edified more than the God-loving or God-seeking soul. The 
exterior and interior of the building appear to me more like an 
apotheosis of the Popedom than a glorification of Christianity and its 
doctrine. Monuments to the popes occupy too much space. One 
sees all round the walls angels flying upwards with papal portraits, 
sometimes merely with papal tiaras.”—Fredertka Bremer. 


“The building of St. Peter’s surpasses all powers of description. 
It appears to me like some great work of nature, a forest, a mass 
of rocks, or something similar; for I never can realize the idea that 
it is the work of man. You strive to distinguish the ceiling as little 
as the canopy of heaven. You lose your way in St. Peter’s; you 
take a walk in it, and ramble till you are quite tired; when divine 

From ‘‘Walks in Rome.”’ London, 


160° THE FINE ARTS, MUSIC, AND THE DRAMA 


service is performed and chanted there, you are not aware of it till 
you come quite close. The angels in the Baptistery are enormous 
giants—the doves, colossal birds of prey; you lose all sense of meas- 
urement with the eye, or proportion; and yet who does not feel his 
heart expand when standing under the dome and gazing up at it?”— 
Mendelssohn's Letters. 


“But thou, of temples old or altars new, 

Standest alone—with nothing like to thee— 
Worthiest of God, the holy and the true. 

Since Zion’s desolation, when that He 

Forsook His former city, what could be 

Of earthly structures, in His Honor piled, 

Of a sublimer aspect? Majesty, 

Power, Glory, Strength, and Beauty—all are aisled 

In this eternal ark of worship undefiled. 


“Enter: its grandeur overwhelms thee not; 

And why? it is not lessened; but thy mind, 

Expanded by the genius of the spot, 

Has grown colossal, and can only find 

A fit abode wherein appear enshrined 

Thy hopes of immortality; and thou 

Shalt one day, if found worthy, so defined, 

See thy God face to face, as thou dost now 

His Holy of Holies, nor be blasted by His brow.” 
—Byron, “Childe Harold.” 


“In this church one learns how art as well as nature can set aside 
every standard of measurement.”—Goethe. 


“The temperature of St. Peter’s seems, like the happy islands, to 
experience no change. In the coldest weather, it is like summer to 
your feelings, and in the most oppressive heats it strikes you with a 
delightful sensation of cold—a luxury not to be estimated except in a 
climate such as this.”—Haton’s “Rome.” 


On each side of the nave are four pillars with Corinthian capitals, 
and a rich entablature supporting the arches. The roof is vaulted, 
coffered, and richly gilded. The pavement is of colored marble, 
inlaid from designs of Giacomo della Porta and Bernini. In the 
centre of the floor, immediately within the chief entrance, is a round 
slab of porphyry, upon which the medieval Emperors were crowned. 

The proportionate size of the statues and ornaments in St. Peter’s 
does away with the impression of its vastness, and it is only by ob- 
serving the living, moving figures that one can form any idea of its 
colossal proportions. A line in the pavement is marked with the 
comparative lengths of the other great Christian churches. Accord- 
ing to this, the length of St. Peter’s is 613 1-2 feet; of St. Paul’s, 
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London, 520 1-2 feet; Milan Cathedral, 448 feet; St. Sophia, Constan- 
tinople, 360 1-2 feet. The height of the dome in the interior is 405 
feet; on the exterior, 448 feet. The height of the baldacchino is 
94 1-2 feet. 

The first impulse will be to go up to the shrine, at which a circle 
of eighty-six golden lamps is always burning around the tomb of 
the poor fisherman of Galilee, and to look down into the “Confession,” 
where there is a beautiful kneeling statue of Pope Pius VI. (Braschi, 
1785-1800) by Canova.1 Hence one can gaze up into the dome and 
read its huge letters in purple-blue mosaic on a gold ground, each 
six feet long.? “Tu es Petrus, et super hance petram exdificabo eccle- 
siam meam, et tibi dabo claves regni celorum.” Above this occur 
four colossal mosaics of the Evangelists from designs of the Cay. 
d’Arpino; the pen in the hand of St. Luke is seven feet in length. 


“The cupola is glorious, viewed in its design, its altitude, or even 
its decorations; viewed either as a whole or as a part, it enchants the 
eye, it satisfies the taste, it expands the soul. The very air seems to 
eat up all that is harsh or colossal, and leaves us nothing but the 
sublime to feast on—a sublime peculiar as the genius of the immortal 
architect, and comprehensible only on the spot.”—Forsyth. 


“But when, having traversed the length of the nave without utter- 
ing a word, he passed from under the gilded roofs, and the spacious 
dome, lofty as a firmament, expanded itself above him in the sky, 
covered with tracery of the celestial glories, and brilliant with mosaic 
and stars of gold; when, opening on all sides to the wide transepts, 
the limitless pavement stretched away beyond the reach of sense; 
when, beneath this vast work and finished effort of man’s devotion, 
he saw the high altar, brilliant with lights, surmounted and enthroned 
by its panoply of clustering columns and towering cross: when all 
around him, he was conscious of the hush and calmness of worship, 
and felt in his inmost being the sense of vastness, of splendor, and 
of awe;—he may be pardoned if, kneeling upon the polished floor, he 
conceived for a moment that this was the house of God, and that the 
gate of heaven was here.”—“John Inglesant.” 


SOME GREAT ARCHITECTS AND SOMP OF THEIR FAMOUS WORKS. 


Notr.—This is not, of course, a complete list of famous Architects, nor is it 
a complete list of their works. It is intended to serve as an introduction to the 
vast field and to furnish a series of fingerposts to those who would acquaint 
themselves with the lives and works of the great masters. 


ADAM, ROBERT. 1728-1792. English. Biography by Fitzgerald, 1904. 

ALBERTI, LEONE BATTESTA DEGLI. 1404-1472. Italian. Ohief Work: Front of 
Santa Maria Novella, Florence. 

ALESSI, GALEAZZO. 1502-1572. Italian. 


1The Pope, on the third Sunday in Advent, used to go down and perform a service in the 
confessio seated in subsellio. See Ordo Romanus Benedicti in Mabillon, Mus. Ital. ii, 152 

2'These letters are in real mosaic. Those in the nave and transepts are in paper—to complete 
them in mosaic would have been too expensive. 


162 THE FINE ARTS, MUSIC, AND THE DRAMA | 


Barry, Sir Cuarups. 1795-1860. Hnglish. Onhief Work: The Houses of Parlia- 
ment, London. Memoir by Alfred Barry. 

BERNINI, GIOVANNI LoRwNzO. 1598-1680. Italian. Some Chief Works: The 
Palace Barberini; The Campanile of St. Peter’s. 

Bono, BARTOLOMEO DI GIOVANNI. 15th century. Italian. 

BRAMANTH (DONATA D’AGNOLA). 1444-1514. Italian. Ohief Work; Cancellaria ; 
Plan of St. Peter’s. 

BRUNELLESCHI, Finippo. 13877-1446. Italian. Chief Works: Cupola of Santa 
Maria del Fiore. Biography by Mrs. Baxter (Leader Scott). 

BULFINCH, CHARLES. 1768-1844. American. Ohief Work: The Massachusetts 
State Capitol, Boston. Life and Letters, 1896. 

BULLANT, JBAN. 1515-1578. French. 

BUONARROTI, MICHEL ANGELO. 1475-1564. Italian. Chief Work: Dome of St. 
Peter’s, Rome. 

BurGEes, WILLIAM. 1827-1881. Bnglish. Chief Work: Cork Cathedral. 

CHAMBERS, SIR WILLIAM. 1726-1796. English. Chief Work; Somerset House, 
London. Biography by Hardwick in his ‘Treatise on the Decorative Part of 
Civil Architecture,’”’ pages, 37-51. 

DH L’ORME, PHILBHRT. 1515-1570. French. Chief Work: The Tuileries, Paris. 

ELIOT, CHARLES. 1859-1897. American. Biography by C. W. Eliot, 1903. 

EMERY, MATTHEW GAULT. 1818-1901. American. Biography by Cox, 1904. 

GAMBARELLI, BERNARDO DI MATTEO. 1409-1468. Italian. 

GIBBS, JAMES. 1674-1754. English. 

Ictinus. Flourished about 450-430 B.c. Greek. Chief Work: The Parthenon. 

JonEs, INIGO. 1573-1652. English. Chief Work; Banquet Hall, Whitehall, 
London. Biography by Cunningham, 1848; and Loftie, W. J. 

Kemp, GEORGH MECKLH. 1795-1844. Scotch. Biography by Bonnar. 

KEYSER, HENDRICK CORNBELISZOON DH. 1565-1621. Dutch. 

MANSARD, I. H. 1646-1708. French. Ohief Work: Dome of the Invalides, Paris. 

McKim, C. F. American. Ohief Work; Public Library, ‘Boston. 

PALLADIO, ANDRDA. 1518-1580. Italian. Some Chief Works; Basilica of 
Vicenza ; Church of Il Redemtore, Venice. Biography by Fletcher. 

Puain, AuGustus W. N. 1812-1852. Bnglish. Recollections by Ferrey. 

RICHARDSON, HmNnry HosBson. 1838-1886. American. Some Chief Works; 
Trinity Church, Boston; All Saints’ Church, Pittsburg. Biography by Mrs. 
Van Rensselaer. 

Root, JoHN W. 1850-1891. American. Biography by Monroe. 

SANGALLO, GIULIANO DE. 1445-1516. Italian. Chief Work: The Farnese Palace, 
Rome. ’ 

SaANSOVINO, Griocorpo TaTTI. 1479-1570. Italian. Ohief Work: The Library, 
Venice. 

ScHINKEL, Karu Fripprr¢nw. 1781-1841. German, Biography by Ziller. 

Scorr, Sir GEORGH GILBERT. 1811-1878. Hnglish. Some Ohief Works; Town 
Hall, Hamburg; National Liberal Club and National istory Museum, 
London. Recollections by Sir Gilbert Scott. 

SreMpPrER, GOTTFRIED. 1803-1879. German. Some Chief Works; The Royal 
Theatre, Dresden; New Museum, Vienna. 

Smrirkp, Sir Ropwrt. 1781-1867. English. Memoirs by Edward Smirke. 

Soann, Sir JoHN. 1753-1837. English. Founder of the Soane Museum. Short 
sketch by Donaldson. 

Street, Groren H. 1824-1881. English. Ohief Work: The Law Courts, Lon- 
don. Memoir by A. BE. Street. 

VANBRUGH, Sir JOHN. 1666-1726. English. Some Ohief Works: Castle 
Howard; Blenheim Palace, England. Biography by Lovegrove, 1902. 
Other biographies treat him mainly as a dramatist. — 

ViGNoLa, GIocOMO BarozzI DA. 1507-1573. Italian. Ohief Work: Villa Capro- 
cola, Rome. 

VITRUVIUS, POLLIO. 837-27? B.c. Roman. Ohief Work: Basilica Justian. Ob- 
servations. by Ussing Brown. . 

WatHruousn, ALFRED. 1830-1905. Bnglish. Chief Work: Town Hall, Man- 
chester, Wng. ‘ 

WILLIAM oF SENS. (Oirca 1158.) French. Ohief Work: Canterbury Cathedral. 

WILLIAM OF WYKEHAM. 1324-1404. gS Chief Work: Gloucester Cathe- 
dral. Biographies by Chandler, 1842; Lowth, 1777; and Moberly. 

Wren, Sir CHRISTOPHER. 16321723. English. Ohief Work; St. Paul’s Cathe- 
dral. Biographies by Himes, 1852; Loftie, 1893; Phillimore, 1881; and 
Stratton, 1897. 


a A MUSICAL STUDY. a. 
AFTER THE PAINTING BY F. G. STEWART. & 
AY The mandolin may fairly be called the national musical 
instrument of Italy. It is so called because it is shaped like an KO} 
ANG almond. There are many varieties, but the Neapolitan is con- 


sidered the most perfect, with its four strings tuned like the & 
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violin; G. (Catgut covered with copper wire): D. (Copper): A, 
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MUSIC AND POETRY. 


By Sm Joun Sraer, Lare Orcanist or Sr. Pavut’s CaTHEpRAL, 
Lonpon. 


he must sing of her; he must perforce chant her praise. For 

he cannot but realize how much the two arts, Poetry and 

Music, possess in common. Both reach their highest excel- 
lence when they are characterized by lofty thought, graceful rhythm, 
and melodious diction: the thought which teaches and edifies; the 
rhythm which appeals to our love of regularity; and the melody 
which gives emotional pleasure. Yet these sister arts do not always 
live quite happily, as it were, under the same roof. For it rarely 
happens that the finest specimens of poetry receive an adequate 
expression when set to Music, and it is not improbable that the most 
thoughtful among poets would admit, if pressed, that he should 
prefer to dispense with the help of a musical setting, which certainly 
would share with the hearer the interest of his poem, if it did not 
actually absorb it; and on the other hand, the musician loves to wind 
his way, and hold his meditations, among the intricate paths of pure 
instrumental composition where words, aye, even the words of the 
poet, can no longer interpret his feelings nor stand as signs of 
thought. 

Here, among sweet sounds of various pitches, qualities, and 
strength, molded by the mind of genius into harmonic combina- 
tions, sometimes majestic and bold, sometimes tender and plaintive, 
through which a melody or many deftly interwoven melodies are 
heard flowing ever onward in rhythmic waves, here, indeed, he feels 
his soul stirred to its very base by crowds of hurrying emotions, 
which press upon each other so rapidly that time for interpretation 
were wanting, even if the means were within reach. Thus snatched 
away from the ordinary course of thought and feeling, the musician 
may well believe that he is listening to the whisperings of unknown 
beings whose language is understood by the more spiritual side of his 
nature, while his common every-day mind stands looking on in 
wonder. 

But cannot Poetry produce equally strange results? In some 
respects it can, but the answer to this question cannot be an un- 
qualified affirmative. From one point of view Poetry stands inferior 
to Music, from another it is superior. Music after a long and slow 
process of development has constituted itself into a recognized method 
of expression, in ‘short, into a language—speaking of or speaking to 
the emotions, yet one which cannot be spoken or heard without the 
subtle aid of intellect, which is as necessary an ingredient of the 
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{ie true poet must ever be attracted by the charms of Music: 
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genius who creates the language of Music as of the hearer who hopes 
to understand it. 

But the intangibility and indefiniteness of the language of Music, 
whilst allowing the most cultivated and refined among its hearers to 
soar into far-off regions of imaginative pleasure, addresses the untu- 
tored and ignorant: that is, (alas!), the majority, in an absolutely 
unknown tongue. To these it is merely a not unpleasant collection 
of sounds. They may perhaps have enough knowledge to trace the 
different kinds and qualities of tone, but they learn nothing from, 
and find no meaning in, such a variety; it is of no more mental 
import to them than a succession of sweet smells would be. In other 
words, Music can only call up slumbering or latent emotions, feelings 
already in potential existence: it cannot create new emotions for us 
and drive them into the soul through the ears; it can only awake 
vibrations among heart-strings already attuned and ready to throb 
in sympathetic pulses. 

Poetry, on the other hand, has for its plastic material, words of 
known meaning and common use, and when addressed to the ordi- 
nary mass of people, it is therefore less likely to be misunderstood or 
to convey no meaning at all. It would, however, be fallacious to jump 
to the conclusion that the uneducated and vulgar are capable of gath- 
ering the full meaning of the best Poetry. Of course not: the more 
hidden beauties both of thought and diction will be missed by them, 
and lost. It must be feared even by the most pronounced optimist 
that there will ever be swine before whom the very pearls of Poetry 
and Music may be thrown; only, the ancient proverb is in these days 
illustrated in a rather remarkable way, it is found now that the two- 
legged tramplers-under-foot consider themselves highly qualified 
critics. But happily for the progress of humanity the pearls last 
on, to be admired and cherished for long ages; the criticism often 
dies with the critic. 

The two higher beauties of Poetry which are missed by the unculti- 
vated are—the ideality of the thought, and the Music of the diction. 
The upward flight of the noble mind, struggling ever onwards 
to attain something still more beautiful and more nearly perfect, 
cannot be watched or traced by the half-trained eyes of one of the 
common folk; such eyes as his must be shaded from the blaze of 
sunlight; so is the ideality of the great poet unseen and unknown 
but to the few. 

The Music of Poetry consists in the presentation to the ear of 
successive sounds which satisfy our natural craving for rhythmical 
proportion, whilst tempering the regularity of rhythm by frequent 
contrasts; the taste must be carefully cultivated before it is keen 
enough to gauge such delicacies of construction or form. But every 
word which has just been said about the due appreciation of Poetry 
may be equally applied to the art of Music; indeed, the elements and 
characteristics of the two arts are so interwoven that they can with 
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difficulty be unravelled. Has a man no Music in him? he will never 
become a poet; has he no Poetry in him? he will never become .a 
musician. The old writer uttered a deep truth when he quaintly 
defined Poetry as “Reason joined with Musick”; and we may justly 
add that Music is “Poetry and Painting in sound”; ‘Poetry, because 
its merit lies in the ideality of its aims and the beauty of proportion 
in its construction and form; Painting, because it enables us to call 
up vividly scenes which painters have ever essayed to put on canvas, 
though they have, perhaps, never realized them to the fullest. Great 
poets and musicians are of “the few who ennoble the many,” and they 
probably do more than any other artists to save humanity from a 
saddening and pessimist view of life, of the dread struggle for exist- 
ence going on around us. They have, of course, easier means of 
exerting widespread influence than other artists. A beautiful piece 
of music or a beautiful poem may conceivably be listened to or read 
in every home throughout civilized life at the same moment of time, 
but the master-picture of the all-but-living piece of sculpture remains 
stationary on one spot. If such are to be enjoyed, their whereabouts 
must first be discovered, and thither all (who can!) must take a 
pilgrimage. 

These lovely twin-sisters, Poetry and Music, have, therefore, much 
cause for mutual congratulation, and I call upon all of you who, 
when listening to a sonata or symphony, have had poetical thoughts 
of inexpressible beauty suggested to you by sister Music, to turn to 
the pages of the poets and hear how tunefully Poetry can repay her 
sister’s love. To you who know and love the beauty of Poetry, but to 
whom the highest meanings of Music are hidden, I would say, read 
Poetry’s praise of her sister Music; if you do so, I doubt not you will 
earnestly desire to enter into that new realm of thought and emotion, 
from which it is in her power alone to draw aside the veil, and into 
the joys of which she alone can grant you admittance. 


GREAT THOUGHTS OF GREAT MINDS ON MUSIC. 


LORD BEACONSFIELD. 
MUSIC! miraculous art, that makes the poet’s skill a jest, 
@ revealing to the soul inexpressible feelings by the aid of 
inexplicable sounds! A blast of thy trumpet, and millions 
rush forward to die; a peal of thy organ, and uncounted 
nations sink down to pray. Mighty is thy threefold power! First, 
thou canst call up all elemental sounds, and scenes, and subjects with 
the definiteness of reality. Strike the lyre! Lo! the voice of the 
winds, the flash of the lightning, the swell of the wave, the solitude of 
the valley! Then thou canst speak to the secrets of a man’s heart as 
if by inspiration. Strike the lyre! Lo! our early love, our treasured 
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hate, our withered joy, our flattering hope! And, lastly, by thy 
mysterious melodies thou canst recall man from all thought of this 
world and of himself, bringing back to his soul’s memory dark but 
delightful recollections of the glorious heritage which he has lost, 
but which he may win again. Strike the lyre! Lo! Paradise, with 
its palaces of inconceivable splendor and its gates of unimaginable 


glory! 


GEORGE ELIOT. 

Even as in Music, where all obey and concur to one end, so that 
each has the joy of contributing to a whole whereby he is ravished 
and lifted up into the courts of heaven, so will it be in that crowning 
time of the millennial reign, when our daily prayer will be fulfilled, 
and one law shall be written on all hearts, and be the very structure 
of all thought, and be the principle of all action. : . . 


We do not hear that Memnon’s statue gave forth its melody at all 


under the rushing of the mightiest wind, or in response to any other 
influence, divine or human, than certain short-lived sunbeams of 
morning; and we must learn to accommodate ourselves to the dis- 
covery that some of those cunningly-fashioned instruments called 
human souls have only a very limited range of Music, and will not 
vibrate in the least under a touch that fills others with tremulous 
rapture or quivering agony... . 

Surely the only courtship unshaken by doubts and fears must be 
that in which the lovers can sing together. The sense of mutual 
fitness that springs from the two deep notes fulfilling expectation 
just at the right moment between the notes of the silvery soprano, 
from the perfect accord of descending thirds and fifths, is likely 
enough to supersede any immediate demand for less impassioned 
forms of agreement. 


SIR GEORGE GROVE. 

For when one does hear an artist who combines good singing with 
intelligible pronunciation and dramatic power, who feels both words 
and Music—what immense increase to one’s pleasure, and one’s 
profit! A thing, once heard, never to forget! Then one recognizes 
that one is listening to fine poetry, clothed and decorated with a robe 
which the poet himself with all his imagination and his skill was 
powerless to weave—which the musician alone could construct for 
him. Then one sees how words which as you read them seem to fly 
to Heaven are by the Music indued with still more celestial colors 
and a still swifter flight made to grasp still more firmly and deeply 
the chords of the human heart. Then one realizes that fine singing 
is only fine speaking; and that the great function of Music is to 
intensify and ennoble the emotions and aspirations which the poet 
had put into the words. 
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AUGUSTUS J. ©. HARE. 

The statue of Memnon poured out its song of joy, when the rays 
of the morning sun fell upon it: and thus when the rays of divine 
Truth first fall on a human soul, it is scarcely possible that some- 
thing like heavenly Music should not issue from its depths. The 
statue, however, was of stone: no living voice was awakened in it: 
the sounds melted and floated away. Alas, that the heavenly Muse 
drawn from the heart of man should often be no less fleeting than 
the song of Memnon’s statue... . 

Song is the tone of feeling. Like poetry, the language of feeling, 
art should regulate, and perhaps temper and modify it. But when- 
ever such a modification is introduced as destroys the predominance 
of the feeling,—which yet happens in ninety-nine settings out of a 
hundred, and with nine hundred and ninety-nine taught singers out 
of a thousand,—the essence is sacrificed to what should be the acci- 
dent; and we get notes, but no song. If song, however, be the tone of 
feeling, what is beautiful singing? The balance of feeling, not the 
absence of it. ... 

After listening to very fine “Music, it appears one of the hardest 
problems, how the delights of heaven can be so attempered to our 
perceptions as to become endurable for their pain. 


THE REV. H. R. HAWEIS. 

Has not Music taken your own turbulent emotions, and expressed 
them for you in the storm, leaving you sublimely elevated and yet 
sublimely calm at the close? ... Music is an emotional Medium, 
fitted to express the mystie and complex emotions of that hidden life 
made up of self-analysis, sensibility, love, prayer, trance, visions, 
ecstasy, which gives to the human soul that inner and intense quality 
of spiritual independence which stamps and qualifies all human 
progress. ... Let the heaven-born art of Music spread: let it bless 
the homes and hearths of the people; let the children sing, and sing 
together: let the concertina, the violin, or the flute be found in every 
cottage.... And while Music refines pleasure, let it stimulate 
work. Let part songs and sweet melody rise in all our crowded 
factories, above the whirl of wheels and clanking of machinery; thus 
let the factory girl forget her toil and the artizan his grievance, and 
Music, the civilizer, the recreator, the soother and purifier of the 
emotions, shall become the Music of the future. 


CARDINAL NEWMAN. 

Let us take another instance of an outward and earthly form, or 
economy, under which great wonders unknown seem to be typified; 
I mean musical sounds, as they are exhibited most perfectly in 
instrumental harmony. There are seven notes in the scale; make 
them fourteen; yet what a slender outfit. for so vast an enterprise! 
What Science brings so much out of so little? Out of what poor ele- 
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ments does some great master in it create his new world? Shall we 
say that all this is exuberant inventiveness, is a mere ingenuity or 
trick of art, like some game of fashion of the day, without reality, 
without meaning? We may do so; and, then, perhaps, we shall also 
account the science of theology to be a matter of words; yet, as there 
is a divinity in the theology of the Church which those who feel 
cannot communicate, so is there also in the wonderful creation of 
sublimity and beauty of which I am speaking. To many men, the 
very names which the science employs, are utterly incomprehensible. 
To speak of an idea or a subject seems to be fanciful or trifling, to 
speak of the views which it opens upon us to be childish extrava- 
gance; yet, is it possible that that inexhaustible evolution and dis- 
position of notes, so rich yet so simple, so intricate yet so regulated, 
so various yet so majestic, should be a mere sound, which is gone 
and perishes? Can it be that those mysterious stirrings of heart, 
and keen emotions, and strange yearnings after we know not what, 
and awful impressions from we know not whence, should be wrought 
in us by what is unsubstantial, and comes and goes, and begins and 
ends in itself? It is not so; it cannot be. No; they have escaped 
from some higher sphere; they are the outpourings of eternal har- 
-mony in the medium of created sound; they are echoes from our 
Home; they are the voice of Angels, or the Magnificat of Saints, or 
the living laws of Divine Governance, or the Divine Attributes; 
something are they besides themselves, which we cannot compass, 
which we cannot utter—though mortal man, and he perhaps not 
otherwise distinguished above his fellows, has the gift of eliciting 
them. ; 

WALTER PATER. 

All art constantly aspires towards the condition of music. For 
while in all other works of art it is possible to distinguish the 
matter from the form, and the understanding ean always make this 
distinction, yet it is the constant effort of art to obliterate it. That 
the mere matter of a poem, for instance, its subject, its given -inci- 
dents or situation; that the mere matter of a picture—the actual cir- 
cumstances of an event, the actual topography of a landscape— 
should be nothing without the form, the spirit of the handling; that 
this form, this mode of handling, should become an end in itself, 
should penetrate every part of the matter:—this is what all art 
constantly strives after, and achieves in different degrees. . . . 

It is the art of music which most completely realizes this artistic 
ideal, this perfect identification of form and matter. In its ideal, 
consummate moments, the end is not distinct from the means, the 
form from the matter, the subject from the expression; they inhere 
in and completely saturate each other; and to it, therefore, to the 
condition of its perfect moments, all the arts may be supposed con- 
stantly to tend and aspire. Music, then, and not poetry, as is so 
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often supposed, is the true type, or measure of perfected art. There- 
fore, although each art, has its incommunicable element, its un- 
translatable order of impressions, its unique mode of reaching the 
“imaginative reason,” yet the arts may be represented as continually 
struggling after the law or principle of music, to a condition which 
music alone completely realizes; and one of the chief functions of 
esthetic criticism, dealing with the products of art, new or old, is 
to estimate the degree in which each of those products approaches, 
in this sense, to musical law... . 

It is to the law or condition of music, as I said, that all art like 
this is really aspiring ; and, in the school of Giorgione, the perfect 
moments of music itself, the making or hearing of music, song or 
its accompaniment, are themselves prominent as subjects. On that 
background of the silence of Venice, which the visitor there finds so 
impressive, the world of Italian music was then forming. In choice 
of subject, as in all besides, the Concert of the Pitti Palace is typical 
of all that Giorgione, himself an admirable musician, touched with 
his influence; and in sketch or finished picture, in various collections, 
we may follow it through many intricate variations—men fainting 
at music, music heard at the pool-side while people fish, or mingled 
with the sound of the pitcher in the well, or heard across running 
water, or among the flocks; the tuning of instruments—people with 
intent faces, as if listening, like those described by Plato in an 
ingenious passage, to detect the smallest interval or musical sound, 
‘the smallest undulation in the air, or feeling for music in thought 
on a stringless instrument, ear and finger refining themselves infi- 
nitely in the appetite for sweet sound—a momentary touch of an 
instrument in the twilight, as one passes rest some unfamiliar 
‘room, in a chance company. 

In such favorite incidents, then, of Giorgione’ s school, music or 
music-like intervals in our existence, life itself is conceived as a sort 
of listening—listening to music, to the reading of Bandello’s novels, 
to the sound of water, to time as it flies. Often such moments are 
really our moments of play, and we are surprised at the unexpected 
blessedness of what may seem our least important part of time; not 
merely because play is in many instances that.to which people really 
apply their own best powers, but also because at such times, the 
stress of our servile, every-day attentiveness being relaxed, the hap-~ 
‘pier powers in things without us are permitted free passage, and have 
their way with us. And so, from music, the school of Giorgione 
passes often to the play which is like music; to those masques in 
which men avowedly do but play at real life, like children “dressing- 
up,” disguised in the strange old Italian dresses, particolored, or 
fantastic with embroidery and furs, of which the master was so 
curious a designer, and which, above all the spotless white linen at 
wrist and throat, he painted so dexterously. 

And when people are happy in this thirsty land, water will not be 
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far off; and in the school of Giorgione, the presence of water—ths 
well, or marble-rimmed pool, the drawing or pouring of water, as 
the woman pours it from a pitcher with her jewelled hand in the 
Féte Champétre, listening, perhaps, to the cool sound as it falls, 
blent with the music of the pipes—is as characteristic, and almost 
as suggestive, as that of music itself. 


PLATO. 

Musical training is of a more potent instrument than any other, 
because rhythm and harmony find their way into the secret places 
of the soul, on which they mightily fasten, imparting grace, and 
making the soul graceful of him who is rightly educated, or ungrace- 
ful of him who is ill educated; and, also, because he who has 
received this true education of the inner being will most shrewdly 
perceive omissions or faults in art and nature, and with a true taste, 
while he praises and rejoices over and receives into his soul the 
good, and becomes noble and good, he will justly blame and hate the 
bad, now in the days of his youth, even before he is able to know the 
reason why; and when reason comes he will recognize and salute her 
as a friend with whom his education has made him long familiar. 


FREDERIO LOUIS RITTER. 

None of the arts is encumbered with so many prejudices as music. 
Though accessible to every human being, its right position in the 
family of arts is, in many cases, underrated; its philosophical and 
sesthetic meaning entirely overlooked, or not understood at all. About 
none of the other arts has so much nonsense been written as about 
music. ... 

In our day, as in earlier times, we find mankind making music 
the vehicle of all that is good and bad. Now it is prescribed for 
medical purposes; then it has to serve as a means for educating 
our ill-tempered youth; now it has to inspire the timid soldier with 
patriotic fire; then it is invoked as a help-meet by the frivolous, ete. 
But worse than all, here appears an esteemed author, who does not 
find anything of the sort in music, and who declares that it expresses 
nothing at all: it is merely a combination of agreeable sounds to 
please our sense of hearing, and to tickle our nerves more or less. 
“Tt does not refine,’ he says; “it does not elevate; it does not 
strengthen. It leaves the moral nature quite untouched. It has no 
moral—nay, no intellectual influence.” 

While we possess many technical and ssthetical works on archi- 
tecture, sculpture, painting, and poetry, within the comprehension of 
the general public, music has, as yet, to struggle, in order to find its 
due and true place. That which, in a great measure, accounts for 
this state of things is the one-sided education of our musicians them- 
selves—in general, at least. Their whole attention is directed, in 
most instances, towards the technical side of musical art. Their 
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/eppreciation of the history, the philosophy of their art is a dark 
indistinct understanding and presentiment, and many of the false 
theories about music are due, in a great extent, to their want of a 
more general knowledge and logical power. Thus, the esthetical 
side of music is entirely in the hands of the philosophers and specu- 
lative authors, who have, unfortunately, not the necessary technical 
musical education, and whose theories, therefore, are built on sand. 
Or else it rests in the hands of amateur authors, who write about 
the art as their fancies lead them. ... 

‘Music is not an isolated art. It forms a most necessary link in 
the great family of arts. Its origin is to be looked for at the same 
source as that of the other arts. Its ideal functions are also the 
same. 

How important is it, for the understanding of our modern art- 
culture (if a sound and reliable judgment is to be gained), to 
possess a fair knowledge of the growth and development of musical 
forms. Besides the instruction this study affords, what a source of 
intellectual and artistic enjoyment it presents. We, at the same time, 
follow and observe the different changes of forms which the human 
mind creates in order to express its feelings and emotions as influ-: 
enced by the current thoughts of particular times. Music is a great 
and, in many respects, a reliable guide in the study of human prog- 
ress and development. No art is more closely connected with the inner 
life of man than music, whose magic power steps in at precisely the 
point where the positive expression of language fails. The very 
essence of man’s existence, it participates in his struggles, triumphs, 
reverses, and necessarily in its forms and expressions resembles 
those different phases. 


THE REV. CANON SHUTTLEWORTH. Bye 

There is one branch of art which has always been recognized as 
foremost among means and. helps to devotion. We broke the sculp- 
tured figures and painted glories of the saints, that formerly looked 
down upon the kneeling congregations; but we still sang psalms. We 
covered over the old frescoes upon the church walls with whitewash 
and plaster; but we developed a noble English school of anthem 
and service-music. Even poetry was banished from our Prayer- 
book, so far as that was possible, when the old hymns were dropped 
out of it. But music has always remained. The practice of the 
cathedrals and the larger parish churches, carrying out as it did the 
express direction of the rubrics in the Prayer-book, witnessed to the 
original intention of the Reformers, and to the ineradicable instincts 
of the people. Our English church service was meant to be a musicai 
service: and, however imperfectly, the tradition has always been pre- 
served among us. We rejected painting; we destroyed sculpture; we 
would have none of the divers colors of needlework; we preferred 
the prosaic and halting measures of Tate and Brady, to the wealth 


f 


174 THE FINE ARTS, MUSIC, AND THE DRAMA 


of poetry enshrined in the ancient Latin hymns. But we kept our 
music. English psalm-tunes are the noblest Church melodies in 
the world; English cathedral music is a development purely national, 
of the highest artistic value and the deepest religious interest, if 
scarcely through any other, the beauty of the Lord our God has been 
upon us. 

1. Music is, in the first place, the voice of God to the soul. There 
are other ways, my friends, of preaching the Gospel than by speak- 
ing from a pulpit. A singer filled with the power and the pathos of 
some great spiritual song, can touch the hearts of men who would 
listen unmoved to the most eloquent of sermons. The voice of the 
organ or of the orchestra, interpreting the consecrated thought of a 
great composer, has carried home, often and again, the message 
of the Gospel of Christ. The strange, uplifting power of a mighty 
chorus is familiar to us all; not one of us but has felt it; most of us 
have known it in this place. And in the passion of the singer, in 
the manifold voices of strings or keys, in the great brotherhood of 
choral song, we reverently recognize that voice which pleads in every 
heart, but which uses human means to win the human race; the 
voice of the Most High God. The beauty of the music, which so 
strangely stirs us is a “broken light” of that eternal beauty, a gleam 
of which surely shone upon the dying eyes of Charles Kingsley, as 
he murmured at the last, “How beautiful God is.” My brethren of 
these gathered choirs, is it not a great thought for you, that through 
the music of your voices God speaks to the souls of men? that in 
your measure and in your sphere, you, too, are preachers of the 
glorious Gospel of Christ? If the priest’s lips should keep wisdom, 
so, surely, should the chorister’s. If it is ours to set an example, it 
is also yours. The white robe of our office is shared with you; we 
sit side by side in the sacred precincts of the sanctuary; and, in the 
old time, the singer was in orders as well as we; the difference one 
of degree, scarcely of kind. And thus you will banish all light 
unworthy thoughts of your office and your work as church singers. 
You will consecrate your lives by prayer and communion; you will 
ever be mindful of the meaning of your white dress. You, too, are 
of those through whom the went of the Lord our God comes upon 
your fellow men. 

2. And music is, in the devine place, the voice of the heart’s aspi- 
ration towards God. It is the speech of the spirit, the language of 
the soul. What we cannot utter, but only dimly feel, that music 
seems to say for us. It is the voice of our unshaped and unspoken 
prayers; its heavenward strains are the wings of our dull and flag- 
ging devotion. The melody of a hymn is often for us the expression 
of a spiritual emotion; a phrase from oratorio or anthem, wedded to 
some text of Scripture, some verse of a psalm, calls up and tells 
forth a mood of penitence, an aspiration after a Christ-like life, 
an utterance of abiding hope, or the expression of fervent faith. 
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Who can hear, for instance, the opening chords of the “Dead March,” 
without a sudden solemnizing of the ‘spirit as if in the presence of 
the dead? Who can listen to the characteristic phrase of Mendels- 
sohn’s “Hymn of Praise,” and not dart up an unspoken but deeply 
felt Alleluia to the throne of God? Music is not merely a mode of 
preaching; it is a form of prayer. So he who saw the vision of the 
City of God in the Apocalypse has told us that music is the highest 
symbol of the eternal life of the blessed; that unbroken and unspoiled 
harmony is the truest likeness of the rest and the activities of heaven. 
If it is much, my brethren of the choirs, to speak to men’s souls, it 
ig perhaps an even higher privilege to speak for them; to voice the 
most sacred emotions of their inmost being; to find utterance for 
the feeling which in them is too deep for words. Oh, what a high and 
holy service is this of the chorister! Let him remember how, in 
regard to a sister art, it has been said that no painter ever lived a 
base or a careless life without showing deterioration.in the delicacy 
and purity of his color. Can a chorister be indifferent or conceited, 
sensual or selfish, coarse-minded or unspiritual, without tainting and 
defiling the freshness and sweetness of his song? I trow not. What — 
a man is, that must of necessity color and characterize his work. © 
Let earnestness, reality, following after the Lord Jesus Christ, be 
the dominant motives which rule your lives. So shall they enter 
unconsciously into your music, and the beauty of the Lord your 
God be upon you, and upon us. 


LEO TOLSTOI. 

What is music? What effect does it produce? And in virtue of 
what does it produce the effect that we see it produce? 

Music forces me to forget myself and my true state, it transports 
me to some other state which is not mine. Under its influence I fancy 
I experience what I really do not feel, that I understand what I do 
not comprehend, that I am able to do what is completely beyond my 
power. I explain this by the supposition that music acts like yawning 
or laughing; thus, although not sleepy, I yawn if I see others yawn- 
ing; although I see nothing to laugh at, I burst out laughing simply 
if I hear others laughing. Music instantaneously throws me into 
that state of feeling in which the composer of it found himself when 
he wrote it. My soul blends with his, and together with him, I am 
transported from one frame of mind to another. But why I am so 
ravished out of myself I know not. He who composed the piece— 
Beethoven, for instance, in the case of the Kreutzer Sonata—knew 
perfectly well why he was in that mood; it was that mood that 
determined him to do certain things, and therefore for him that state 
of mind has a meaning; for me it has absolutely none. This is why 
it is that music only causes irritation, never ends anything. It is 
a different thing if a military march is played: then the soldiers 
move forward, keeping time to the music, and the end is attained. 
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Tf dance-musiec is played, people dance to it, and the object is also 
accomplished. If a Mass is sung, I receive Holy Communion; and 
here, too, the music is not in vain. But in other cases there is noth- 
ing but irritation, and no light to act during this irritation. Hence 
the terrible effects that music occasionally produces. In China music 
is a state concern, and this is as it should be. Could it be tolerated in 
any country that any one who takes the fancy may hypnotize any one 
else and then do with him whatever he has a mind to, especially if 
this magnetizer is—Heaven knows who—an immoral character, for 
instance ? 

It is indeed a terrible weapon in the hands of those who know 
how to employ it. Take the Kreutzer Sonata, for example: is it right 
to play that first presto in a drawing-room to ladies in low dresses? 
to play that presto; then to applaud it, and immediately afterwards 
.to eat ice creams and discuss the latest seandal? Such pieces as this 
are only to be executed in rare and solemn circumstances of life, 
and even then only if certain important deeds that harmonize with 
this music are to be-performed. It is meant to be played and then 
to be followed by the feats for which it nerves you; but to call into 
life the energy of a sentiment which is not:destined to manifest 
itself by any deed, how can that be otherwise than baneful? 


MISS SUSAN WOOD. 

We must not forget that music, like poetry, has more power to 
sway the emotions of the middle-aged than of the young. This is true 
at any rate of the more complex and subtle compositions. You often 
hear a complaint made that a child does not play “with expression.” 
Expression of what? I ask. How can she express feelings if the 
music has excited no feeling in her? Let her first live; when she 
has lived and felt, she will play with “feeling.” Let her first seek 
to play truly, to play as the composer directs his work to be played; 
and to do this let her study, not merely the exact force of all the 
symbols of musical notation, but let her be well aware of all that 
the composition involves. In a word let her study the laws of rhythm 
and of harmony, and that from the very first lesson, both with the 
voice and on the musical instrument. But harmony, it will be 
objected, is a dry study; surely we shall find it difficult to excite 
the interest of young children in it. It is because it is made usually 
a matter of paper work only, that older people find it dry. But if 
it were taught, as it is not, in connection with the practical part of 
instruction, each would throw light on the other, and it would be 
felt that neither is complete without the other. 


AMERICAN MUSIC. 


By Artuur FAarwe.i, Composer; LecTuRER on Music; AUTHORITY ON 
Inpian Fotx-Lore anp Music. 


music is brought to our attention by writers in many parts of 

the country indicates a general national awakening to native 

musical possibilities which is of more than passing interest. 
That the subject is continually nibbled at and not dealt with funda- 
mentally is due to the fact that most commentators are sectional and 
not broadly American in their sympathies. In their search for pre- 
mature artistic requirements they overlook the rough but vital native 
musical elements that must be hewn into shape before even the 
foundations of our musical art will be thoroughly established. The 
foundations of our technic are already laid by the composers whose 
names are too well known to need mentioning. But with an East 
affording a technical appreciation coupled with a thwarting indiffer- 
ence to national artistic influences outside of itself, and a North, 
a South, and a West rich with an inexhaustible supply of raw mate- 
rial but without the means of adequately refining it, we are well-nigh 
at a deadlock. Not that the East, within itself, is not developing a 
notable musical art, but such an art, however highly it be developed, 
is foredoomed to a Europeanization that must always tend to alienate 
it from the American people as a whole, and to prevent it from repre- 
senting in music what America, as a whole, represents in human 
development. 

That we stand in a significant and critical moment in our musical 
development there can be no doubt. But there is nothing difficult, 
complicated, nor mysterious in our solution of this crisis if we will 
but take a sufficiently broad view of the situation. In fact, it is 
being solved for us, day by day, and needs but a large sympathetic 
understanding on our part, and a slight initiative to remove all ob- 
stacles to the broadest musical development of which America is 
capable. ; 

Of fundamental importance is it to recognize that now is the 
moment of breaking away from that in the past which is thwarting 
to present growth, from the special styles and forms of music that 
have expressed the individuality of other lands, to forms that shall 
express the individuality of our own. Undoubtedly the magnitude, 
the largeness of spirit, the seriousness of the great works of the 
past are to be retained, but not their outgrown meaning for the race, 
nor their outgrown technical system. It will no longer be a virtue 
that an American musical work shall tally the outlines and colors 
of the works of the German or of the Russian or French masters. 
We have passed the Imitative stage and have entered upon the 

177 


TT: increasing frequency with which the subject of American 


\ 
178 THE FINE ARTS, MUSIC, AND THE DRAMA 


Creative, when our musical works must stand by the possession of 
qualities not shared by works of any other time or place. For, fail- 
ing this, individuality fails, and failing individuality, we can have 
no significant nor dynamic musical art. For it is the establishment 
of an appropriate and vitalized individuality that insures universal 
significance in any art. Excellence in imitation, however great, cannot 
lead us out of the Egypt of lifeless provincialism into the promised 
land of creative art. 

Every country that has had the will to do anything in music has 
had first to face our problem, which, rightly looked at, is no problem 
at all, but a normal step in growth. We know that Thespis suc- 
ceeded in the overripe lyrical atmosphere of Athens with his develop- 
ment of the Hellenic Wild West show, the Dionysus chorus—but we 
no longer take into account, in our reckonings, the discussions, the 
oppositions, the organizations, the public and private argumentations 
which must have occurred in the process of the Athenian broadening, 
which made possible the greatest art work of Greece. It is the very 
virtue of the past that its ugliness dies in favor of its beauty. We 
are no longer conscious of the wrenchings and twistings with which 
early German music must have broken away from the enthralment of 
the Italians. The developments inaugurated by Beethoven and car- 
ried on by the later German romanticists, inevitable as they were, did 
not prevail easily or without multitudinous organization and action 
‘in their behalf. The creator himself may keep out of the fray, as did 
Beethoven, or enter it, as did Schumann and Wagner. But human 
action there must be always, on the part of some one or some group, 
in the carrying of progressive ideas. 

Russia is a noteworthy example of the result of concerted’ action, 
both toward the development of individuality in its musical art, and 
toward gaining recognition for that individuality. The Germanic 
tradition threatened Russia’s musical existence, and Russia’s musical 
will to live carried its national musical art through the crisis, not to 
that unthinkable “universality” that is being asked for on some hands 
in American music, but to a normal national individuality, which has 
made it an intimate present factor in modern musical civilization. 
From Gade to Grieg in Norway, and from Smetana to Dvorak in 
Bohemia, are examples, dangerously trite to be sure, of the manner 
in which nations step out of a feeble or a respectable provincialism 
into a national art of universal interest and significance. Modern 
French music, looked up to by so many as the highest point attained 
in modern music, possesses above all other things a distinctive indi- 
viduality, an individuality which is certainly not German, nor 
Russian, nor Chinese, and which we must probably be compelled to 
recognize as French. 

The solution of the situation in America lies in work, not alone 
on the part of the composer,—he has already been at work long enough 
ko keep the rest of us busy for some time,—but, as well, on the part 
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of every individual man or woman who cares. First of all, theory 
as to what American music will be or should be, will have to be 
put wholly aside, for it interferes fatally with an understanding of 
what American music is. American music is, and will be, just what 
the composers of America make it; it cannot by any possibility or 
chance be anything else. Therefore we must watch, react upon and 
encourage the composer as he is, if we wish him to become con- 
stantly better. But as to the subjects and themes which stimulate 
him, there we must allow him the completest liberty, knowing that 
the artist will work out his self-development most swiftly and surely, 
in proportion as he works on themes of his own choice, which will 
make his brain work better and his heart beat faster than any themes 
of our choosing to which we may try to hold him. __ 

Every corner of America to-day has its appropriate musical ex- 
pression, and it matters little whether that expression be in a primi- 
tive or in a more highly developed condition. It is enough that these 
forces are alive, growing, and characteristic. If we will live the whole 
musical life of our country, sympathizing with and enjoying its ~ 
every aspect, rougher and more refined, wherever beauty and truth of 
expression are found, we must realize that a musical democratization 
of our natures alone will enable us to do so. There must be a willing- 
ness on our part to be, in our imaginations or our sympathies, at 
a moment’s notice, a cowboy ranging the plains, a Southern planter 
taking his leisure or his slave at work, an Omaha chief watching the 
approach of the Thunder god; or with equal readiness we are to 
share the idealizations of these motives through the tonal medium of 
our more immediate fellow man, the composer,—or still other motives, 
nameless, innumerable, expressible only in tone, revealing the peculiar 
sense of beauty or of spiritual aspiration of our time. 

In short, our national musical individuality is, paradosically, 
various, as it should be, and comes to us through two channels, 
through direct new inventions of the American composer, and 
through American folk-song of all kinds. The only difference be- 
tween our development of a characteristic musical art and that of 
the European nations, is that we are organized as a nation at a time 
when musical evolution is in full swing, and secondly, that we gain 
our characteristic folk-song through the sympathetic contact of a 
democratic civilization instead of through direct racial inheritance. 
This situation leads to two dangers, imitation and scorn of native 
resources; but it presents also two signal advantages, a working- 
system of technic already developed, and an inexhaustible mine of 
new material. The true nature of this situation cannot be taken too 
deeply to heart if we are to share in the upbuilding of American 
musical art as a whole. 

Of direct new invention by American composers there is a greater 
quantity than we imagine. The significant American composer is 
beginning to lift his head in I[linois, in Missouri, in California. 
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Evanston (Illinois), not to mention Chicago, is producing its own 
string quartettes, quintettes, its choruses and cantatas, with full 
knowledge ‘of the highest modern standards. San Francisco has its 
annual native music-drama of Wagnerian proportions, produced every 
summer at Guerneville in the open of the redwood grove of the 
Bohemian Club. The shelves of our composers everywhere are filled 
with manuscripts which should be aired and relegated to oblivion, or 
placed where they belong in the activities of our musical life. Much 
of true inventive value has been incorporated in works in small forms 
by our composers, largely because such forms offer less discourage- 
ment to the composer in bringing them to a hearing. A type of 
such work, a “Verlaine Mood,” by Henry F. Gilbert, was heard in 
a piano recital by Félix Fox, in Boston, and it was of interest to 
note the readiness of the critics to give it serious consideration beyond 
other works on the programme. This should happen more frequently, 
and especially with works in larger forms. It is stultifying and 
distorting to all art growth that the artist should pile up unknown 
and unheard works on his shelves while proceeding to the creation of 
new ones. A free channel between artist and public should be main- 
tained along the margin of progress as well as in the field of past 
and present achievement. 

Of American folk-song there is a quantity so vast, and of so 
poetic and appealing a quality, that it is safe to say that its pos- 
sibilities of development will endure as long as there remain possibil- 
ities of development in \American civilization. By reason of the 
composite nature of America’s humanity, all the world’s folk-song 
might be regarded as legitimate material for development by native 
composers. But among the many branches of folk-song that thrive 
in different parts of the land, owing to the various nationalities of 
our pioneers, certain varieties predominate in quantity and in the 
extent of their absorption into and influence upon American life. 
But first we must consider our indisputable native folk-song, the 
popular street music, “ragtime.” Antonin Dvorak said that no nation 
in thé world has such interesting street music as ourselves. “Rag- 
time” prevails in every city and town of the United States to-day. 
It is not only the musical utterance of the uncultured, it is the 
determining factor in the musical life of almost the entire nation of 
educated American youth to-day. Look on the pianos of a thousand 
American homes, chosen at random, of the rich and the poor, the 
cultured and the ignorant, wherever there are young people—you 
will find always the sonatas of Beethoven, placed there by the music 
teacher, and a goodly assortment of ragtime, placed there by the pupil, 
who plays the Beethoven laboriously or indifferently, and the rhythmic 
intricacies of the ragtime with incredible ease and unbounded spirit. 
Whatever this phenomenon may signify, it is at least to be reckoned 
with. Ragtime has vital and sparkling rhythms, wholesome and 
invigorating melodies, and lacks only seriousness of treatment as 
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folk-song capable of being artistically developed, to let its freshness 
stand forth shorn of its present insignificant and trivial setting. Nor 
are our composers wholly unaware of this. Several “Ragtime 
Studies,” by Harvey W. Loomis, while too surprising to be grasped 
at once in their true significance, offer a fascinating and not too easy 
task to the trained musical perception. 

Of the other departments of American folk-song, the Indian, the 
Negro, and the Spanish-American occupy perhaps the largest spheres. 
Beyond these are the folk-songs of the cowboys, the Tennessee moun- 
taineers, the Maine woodsmen, the sailors, the Creoles, and still 
others. As the Indian has stamped his romance upon every State 
in the Union, his folk-lore has the broadest claim to general national 
interest. Of his folk-songs, probably ten thousand are now accessible 
in written or phonographic records, and many times that number 
could probably be obtained by research among the existing tribes. 
The dignity and poetic breadth of the Indian melodies qualify them 
most naturally for orchestral treatment, and it is likely to be in this 
form that they will find their most significant use. 

It would be difficult at this day to express the life and spirit of the 
South in music without, unconsciously at least, having recourse to the 
Negro melody or its type. It is already an ineradicable factor in 
American musical life, and its serious study and development have 
already’ begun. 

The Spanish-American folk-song, with its distinct sub-species, the 
Spanish-Indian song, is inseparable from the romance of the South- 
west, and in quantity and quality affords a surprise to the one who 
is rash enough to begin a study of it. There is an embarrassment 
of thematic riches awaiting the future California symphonist. The 
first practical application of this inexhaustible material, so far as 
is known, was made by the writer in preparing the incidental music 
for a dramatic performance of “Ramona,” which took place in Los 
Angeles. 

The cowboy folk-song is less known, but presents the hitherto 
unsuspected existence of a purely American folk-song of the plains, 
of which we will know more in time. . 

Viewing these. many possibilities it seems as if there never was a 
time so providentially favorable to the creation of a diverse yet 
eharacteristic musical art of unlimited potency. But not until now 
has the moment been ripe for the birth of a definite movement which 
shall take advantage of this situation, and make a constructive use 
of its latent forces. The organization of a society for this purpose, 
the study and development of American music as a whole, recently 
effected in Boston, is timely in the extreme, and will give American 
composers, music lovers, and students an impulse and an opportunity 
not afforded by any other city. 

In all work for national progress we must be true to the immediate 
needs and forces of our own time. Ends are not gained by seizing 
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the ideal at once, but by approaching it normally. And may it not 
be that the greatest, the most vital need of the moment is that we 
should take the most all-embracing, the most liberal and democratic 
view of the situation? Perhaps on no other ground can we foster a 
growth broad enough for the requirements of the American spirit. 


OUR NATIONAL AIRS. 
By Louis C. Exson. 


AR is almost impossible without songs, and the music of 
“Yankee Doodle” being played by the British troops 


marching to Lexington, it was adopted by the patriots 

under the name of the “Lexington March.” It had been 
introduced into Boston nearly ten years before by the British army 
and used to insult the pious Puritans on Sunday, with various dog- 
gerel verses containing local thrusts. “‘Yankee Doodle’ began and 
ended the Revolution,” for the victorious Americans, remembering 
Lexington, played it while Cornwallis’ troops marched out of York- 
town. It was, perhaps, first officially recognized as a national Amer- 
ican air at Ghent, at a banquet given in honor of the American treaty 
commissioners in 1814, when Henry Clay’s colored body-servant 
whistled it for the bandmaster, who harmonized and reproduced it. 

“America” or “God Save the Queen” really belongs to England, 
but it certainly has the qualities of a national anthem, for it has 
been adopted by no less than six nations, and Handel’s Austrian 
hymn is reminiscent of it, although written with the avowed purpose 
of giving that country something which should be distinctive and 
fill the same place for the Austrian that “God Save the King” did 
then in England. It had several American settings before its pres- 
ent one by Mr. Smith. 

“Fail Columbia” is regarded as the American national song by 
Europeans, and this is not unfitting, as both words and music are 
native. It was written as a march and called the “President’s March” 
before Hopkinson fitted words to it for an actor friend during the 
political excitement of 1798. “The Star-Spangled Banner” is sung 
to the tune of a jolly English drinking song, “To Anacreon in 
Heaven,” and the author himself fitted it to the music. Other Amer- 
ican settings had been given to the music before, one by Robert Treat 
Paine, Jr., on “Adams and Liberty,” a political song. 

The war of 1812 produced a crop of crude but dashing sea songs, 
one of which recites the tale of the fight of the Constitution and the 
Guerriére. The Civil War produced many songs, but few of any par- 
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ticular merit. It is a curious fact that “Dixie,” the greatest of the 
_ war songs, was of northern origin, and “John Brown” was a southern 
Sunday-school air transplanted to Fort Warren, where its original 
words were supplanted by a satire on a Scotchman of the Twelfth 
Massachusetts. Then “John Brown’s Body,” as it had become, 
was carried southward by the moving regiment, and was caught 
up in New York and elsewhere. It has become one of the great 
marching songs of the world and is sung everywhere; it cheered 
Kitchener’s soldiers in the Soudan, and was heard on the battlefields 
of South Africa. 

While Dr. and Mrs. Howe were in the South they heard the sol- 
diers, just after a skirmish, singing “John Brown’s Body.” Rev. 
James Freeman Clarke, who accompanied them, said to Mrs. Howe: 
“You ought to write some better words for that.” She answered: “I 
will try,” and the result was “The Battle Hymn of the Republic.” 


PLANTATION MELODIES. 


By Cart Houumay, M. A., Instructor in Eneuisn Literature IN THE 
University or VIRGINIA. 


modern days is found in the plantation melodies of the 

American negro. Unfortunately for our poetry at least, the 

United States sprang into existence, a civilized, intelligent, 
prosaic nation, almost entirely devoid of the national body of folk- 
lore which every great European people considers a priceless treasure 
of antiquity. And in the years which have followed that sudden 
appearance of a new commonwealth there have been among the 
whites—with ‘the possible exception of a few ballads found among 
the mountaineers of Kentucky, Tennessee, and North Carolina—no 
melodies unique and springing from the people. The conditions that 
led to an Iliad, a Beowulf, a Nibelungen LIned, a Song of Roland, an 
Arthurian Legend, or a Robin Hood Ballad have never been present 
to bring forth a song of America’s birth and childhood. Of all the 
builders of the nation the negro alone has created a species of lyric 
verse that all the world may recognize as a distinctly American 
production. 

The black men are undoubtedly the best natural musicians and 
orators among modern peoples. Under the stress of religious emotion 
the most illiterate of their preachers may startle the listener by a 
wonderful power in word-painting, while their ear for music is so 
true as to enable them to form without a moment’s hesitation correct 


[LD mene the most spontaneous outburst of song known to 


From ‘' A History of Southern Literature.’ Copyright by the Neale Publishing Co. New 
York and Washington. By permission. 
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harmonies for almost any melody. Song is to them the very soul 
of life; it is an ever-present companion; it is a helper in toil, a pas- 
time in idleness, a comforter in times of sorrow. Sometimes amidst 
the city’s hurrying throng a long line of negroes may be seen silently 
and doggedly working on the track or in the trench. Suddenly above 
the multitudinous sounds of the quivering street there will burst 
forth a strange great chord like the peal of a mighty organ; scores 
take it up, a hundred, five hundred, all along the far-stretched line 
of bended backs; and, as the picks clink and the shovels grate, a 
chorus is lifted that carries the soul far away from the hot walls and 
echoing pavements. How strange, how weird is that harmony, so 
unmodern, so redolent of an age long past! And down on the gray, 
sweltering dock and far away at the cabin door by the cotton-field, 
_ the same melodies are arising—the folk-songs of a people united by 

their love of music. Suddenly, while the soul is in the midst of such 
meditations, the chorus ceases, and once more the listening ear hears 
among the babel of sounds, the clink of the picks and the grating 
of the shovels. 

Perhaps the song was some mournful refrain bearing the memories 
of a pagan religion of fear: 


“T am sinking, 
I am sinking, 
I am sinking 
Down in death! 
Lord have mercy, 
Lord have mercy, 
Lord have mercy 
On my soul!” 


Perhaps it was the more triumphant theme of Roll Jordan, Roll: 


“My bruddah sitting on de tree of life 
An’ he. hyeah when Jordan roll. 
Roll, Jordan, 
Roll, Jordan, 
Roll, Jordan, roll: 
Oh, march de angel march, 
O my soul, rise in Heaven, Lord, 
For to hyeah when Jordan roll!” 


Again, it may have been that crooning lyric, Swing Low, Sweet 
Chariot, with its drawn-out refrain: 


“Oh, de good ole chariot swing so low, 
I don’t want to leave me behine, 
Oh, swing low, sweet chariot, 
Swing low, sweet chariot, 
I don’t want to leave: me behine.” 
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But whatever the song, there is ever a quaintness, a sense of some- 
thing not belonging to this age and place,—a something that fills 
the unfamiliar listener with an emotion of pity. In the words, 
indeed, the melody may be a reckless, rollicking one, such as the old 
Savannah Freeman's Song: 


“Heave away, heave away: 
Id rathah court a yellow gal than work fah Henry Clay: 
Heave away, heave away! 
Yellow gal, I want to go, 
I’d rathah court a yellow gal than work fah Henry Clay!” 


But the minor key so suggestive of mourning, and the weird end- 
ing, ceasing, as it always does, on just the note least expected and 
thus causing us to wait involuntarily for the next,—these turn every 
song into a thing of strange pathos. 

However, the theme is seldom of such a rollicking nature as that 
in the example just given. Religion has been the most fascinating 
subject that ever held the attention of the black man; and to the 
ante-bellum negro, especially, it constituted the ruling passion of 
life. The revival, the “protracted meeting,” the soul-terrifying con- 
viction of sin, the shouting conversion, and the religious trance were 
to him, never shams and hypocrisies, but rapturous realities. But 
even here sadness prevails: 


“Bending knees aching, body racked with pain, 
I wish I was a chile of God, I’d git home bimeby! 
Keep praying, I do believe, 
We're a long time wagging o’er de crossing ; 
Keep praying, I do believe, 
We'll git home to heaven bimeby!” 


Again, notice the cheerfu) conception of death in such lines as 
these: ; 
“No mo’ peek of corn fah me, \ 
No mo’; no mo’; 
No mo’ peck of corn fah me, 


' Many thousand go! 


“No mo’ auction-block fah me, 
No mo’; no mo’; 
No mo’ auction-block fah me, 
12? 


Many thousand go! 


And what longing for Heaven—the old-time bejewelled, glittering, 
material Heaven—found expression in these rude chants! As with 
all primitive races, the Scriptural figures of speech are taken literally, 
and the home over yonder is a place of surprising wealth. 
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“T ain’t been thah, 
But I’ve been tole 
(Histe the window, let the dove come in!) 
The gates am pearl, 
The streets am gole, 
(Histe the window, let the dove come in!)” 


Heaven is also a land of meetings, of eternal union with loved 
ones: 

“T have a fathah ovah yondah, 
I have a fathah ovah yondah, 
I have a fathah ovah yondah, 

Way ovah in de promis’ lan’! 
Bimeby I'll go to see him, 
Bimeby I'll go to see him, 
Bimeby I'll go to see him, 

Way ovah thah!” 


And thus the family death-record continues until the mother, 
sisters, brothers, wives, sons, daughters, and sometimes even the 
nephews and cousins have been remembered aloud. 

Judgment Day was the inexhaustible subject of the ante-bellum 
negro exhorter, and, once under its influence, his imagination ran 
riot. The thunder of Gabriel’s trumpet resounded; the lightning 
flashed; the moon and the stars turned to blood; the sun went out; 
the earth shrivelled as a parchment; and the dead of all ages arose 
and walked in their funeral shrouds. In all seriousness, some of the 
sermons on this subject as preached by negroes even of the twentieth 
century are so startlingly vivid as to compel sympathy with the groan- 
ing and hysterical audience. In speaking thus of the sermons, we 
likewise describe the songs of resurrection. 


“Gabriel, blow youah trumpet, 
Lord, how loud will I blow it? 
Loud as seven peals of thundah, 
Wake de sleeping nations, 

Den you see po’ sinnahs rising, 

See de dry bones a-creeping, 
In dat great gitting-up morning. 
Fare you well! Fare you well!” 


It is a time of tumult. Phrases must express the meaning of whole 
sentences; 
“In de morning, 
In de morning, 

Chil’en? Yes, my Lord! 
Don’t you hyeah de trumpet sound? 
If I had a-died when I was young, 
I nevah would had de race fah to run, 
Don’t you hyeah de trumpet sound?” 


SEKECSSESSSL SLAVE 


MOZART AND HIS SISTER PLAYING BEFORE MARIA 


THERESA g8 
AFTER THE PAINTING BY A. BORCKMAN 


At the ace of four Mozart played the clavichord and com- Ny 
posed a number of minuets and other pieces. His sister was | 
similarly talented and when he was six years old the pair played 8 
before The Elector of Bavaria in Munich and the Emperor 
Francis |. in Vienna. } 
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Such were the melodies born of slavery. In them are the heart- 
cries of'a nation living under a cloud, the vague, half-conscious 
gropings for something unattained. The note of sadness is sincere. 
Here is indeed little of the character'found in the counterfeit “coon- 
song” so popular in these first years of the twentieth century; the 
two are not of the same spirit. Nor are the beautiful lyrics, 
Suwanee Ribber, Old Kentucky Home, and others composed through 
the art of the white man, in the same class as the real plantation 
songs. In their half-expressed thoughts, their minor keys, their 
swaying rhythm, and their unexpected endings, they are absolutely 
unique; they defy imitation; and musical instruments founded upon 
the prevailing tonic scale cannot repeat their harmonies. They seem 
destined, therefore, to perish with their quaint and melodious singers. 
In them America has had a rich but now, alas! surely vanishing 
treasure. 


HEART SONGS FOR THE HOME. 


list of the best would require a volume by itself. The fol- 
lowing list, however, of some of those which have endeared 
themselves the most to the hearts of the people, will, doubt- 
less, be found welcome as a suggestion or reminder to many. They 
have been sung to many of us by our fathers and mothers, to whom 
they were endeared by “heir strong human interest. Their titles 
and their words have entered into our language and have become part 
of our literature, and they have had an influence upon the mind and 
the heart of our race such as probably nothing else has exercised. 
They will bring back to the memory the sweet time when we first 
heard them at mother’s knee: they will recall the songs our sisters 
and our brothers sang; and the list will furnish a suggestion of the 
good old songs which it will do us all good to sing around the piano 
in the homes which we shall one day make for ourselves. 
This is a part of “Self-Culture” which we cannqt afford to neglect; 
for the home, after all, is the most favorable hot-bed of “Self- 
Culture.” 


()' dota, the number of these is legion, and to give a complete 


A Life On the Ocean Wave . Russell. 


Allan Percy. a . e e . e a - LHnglish Air. 
Anchor’s Weighed : 5 ° . a - Braham. 
Annie Laurie . 5 ° ° - Dunn. 

A Place in Thy Memory, Dearest 5 is A é « Smith 

Auld Lang Syne é ° . c ° - Willis. 
Auld Robin Gray : fe e ° > j . Lindsay. 
Away with Melancholy 5 6 A e Mozart. 
Believe Me if All sey Endearing ° a . . Old Irish Air. 
Ben Bolt ° Ps ° ° . - Kneass. 
Bloom is on the Rye . e e . 5 . Bishop. 
Blue Bells of Scotland e. ° * ° ° ° - Scotch Air, 
Blue Eyed Mary 5 . e e ° ° ° . English Air. 
Blue Juniata . . ° ° e e e ° - Sullivan, — 
Bonnie Doon . e ie e e © e e Scotch Air, 


VoL. XH 


190 THE FINE ARTS, MUSIC, 


Bonnie Sweet Bessie 5 5 
Bright Rosy Morning ; 

Buy a Broom . 

Columbia, the Gem of the Ocean 
Come, Birdie, Come . 2 : 
Come, Sit Thee Down = : 
Comin’ thro’ the Rye 

Do They Think of Me at Home? 
Hrin is My Home F ; . 
Exile 5 . ° 
Hxile of Prin e ° 
Gaily the Troubadour Z 
Girl I Left Behind Me . 
Good-Bye at the Door - 
Hail Columbia 

Has Sorrow Thy Young Days Shaded? 
Home, Sweet Home . 

Hours There Were . 

Harp That Once thro’ Tara’s Halls 4 
I Dreamt That I Dwelt in mares Halls 
T’ll Tell Nobody A ; 

Ingle Side 

Isle of Eeputyiy “Fare Thee Well 
Juanita 

Kate Kearney 5 
Kathleen Aroon ‘ 
Kathleen Mavourneen 
Katy Darling a 
Little Footsteps , . 
Long, Long Ago A 
Love Not é 
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Love’s Ritornella 

Man the Life-Boat 

Mary of Argyle a 
Meeting of the Waters 
Mellow Horn . . 
Minstrel Boy . 5 
Mistletoe Bough . 
My Father’s Farm 

Oft in the Stilly Night 
Oh! Rest Thee, Babe 
Old Oaken Bucket . 
Old Robin, the Beau 
Old Sexton 

Put a in My Little ‘Bed 
Rainy Day : 

Robin Adair. . 
Rose of Lucerne . 
Rock’d in the Cradle of the Deep 
She Wore a Wreath of Roses 
Star- -Spangled Banner F . 
Then You’ll Remember Me . 

There’s Nothing True but Heaven 
’Tis Midnight Hour . e 
"Tis the Last Rose of Summer . 
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Tyrolese Evening Hymn x 
Twenty Years Ago . . ° 
Watcher 


When Stars are in the Quiet Skies 
What’s a’ the Steer, Kimmer? 
What Fairy-like Music . 
Wings of a Dove 

Will You Come to the Bow’r? 
Within a Mile of Hdinboro’ 
Woodman, Spare that Tree 
Yankee Doodle . . . 
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Gilbert. 
English Air. 
Bavarian Air. 
Shaw. 

White. 
Sinclair. 
Scotch. 
Grannis. 
Moscheles- 
Keller. 
Knight. 
Baily. 

Lover. 
Glover. 
National Air. 
Trish Air. 
Bishop. 
Wade. 

Old Irish Air. 
Balfe. 
Author Unknown. 
Wiesenthal. 
Rowlings. 
Spanish Air. 
Irish Air. 
Abt. 

Crouch. 
Author Unknown: 
Barney. 
Bayly. 
Blockley. 
Cooke. 
Russell, 
Nelson. 

Irish Air. 
Jones. 

Trish Air, 
Bishop. 
Danks. 
Stevenson, 
Whitaker. 
Irish Air. 
English Air, 
Russell. 
White. 
Dempster. 
Scotch Air. 
Barnett. 


English Air, 
Irish Air. 
Brown, 
Willing. 


Ball. 

Lee. 

Pinna. 
Devereaus. 
English Air. 
Scotch Air. 
Russell, 
English Air. 


PIANO PLAYERS AND SINGING MACHINES AS AIDS TO 
“SELF-CULTURE.” 
By Jean Sr. Ororx-Lasoucukre, Eprror. or “RenowNep MAsTErR- 
PIECES,” ETC. 


struments which are now becoming such an important factor 

in musical education in School and College and in Self- 

Culture in Music at home, was in the musical boxes which 
the music-loving Germans were more than likely the first to introduce 
into this country. Most of us can remember the musical clock-work 
albums which when opened began to play a tune, or a succession of 
tunes, and continued until closed, and. many also can recollect the de- 
velopment of the small musical boxes which were wound up and set 
upon the table, into the elaborate affair which became a large piece 
of furniture, and is still to be found in many drawing-rooms and 
entrance halls. 

The substitution of the principle of the disk for the roll and the 
employment of artificial fingers worked by pneumatics, generated by 
the use of pedals, is the foundation of the mechanical part of the 
piano-playing machine, which has now reached such a pitch of per- 
fection that it can be made to reproduce the exact interpretation, 
touch, and phrasing of famous players, or can be the means of inter- 
_ preting the feeling or understanding of any one whether he has 
a practical knowledge of Music or not; and it has now become possible 
for the melody of the simplest ballad, or of the most complicated 
composition, to be brought out clearly and distinctly by its means 
according to the intent of the Composer, or the rendering of a Master 
Pianist. 

These instruments are so well known that it is not necessary to 
describe them here in any further detail, but a few words on the edu- 
cational value of the best of them, and on the manner in which this 
educational value ean be best utilized, will not be out of place. 

Harvard, Vassar, Columbia, and Amherst, to name only a few of 
the great Educational Institutions, are making daily use of them in 
connection with their musical courses, and they are being generally 
adopted as an adjunct to the teaching of music in other educational 
establishments, both public and private, throughout the country. In- 
structors find that their use creates interest in the entire field of 
music. Many of the most famous Masters of Music and Leaders in 
Musical Education have declared in favor of their value and insist 
that the ceaseless and accurate repetition of the composition even then 
in process of learning, is both an incentive and a help. 

Repeated hearings of simple melodies not banged, thumped, or 
haltingly picked out by untutored hands, but learnedly and correctly 
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[oe is no doubt that the germ of the piano-playing in- 
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played by the Piano Player, will soon awaken whatever latent aptituddé 
for music there may be in any child. When this natural interest 
begins to manifest itself, the time is ripe to give over the child into 
the hands of a teacher who will school the fingers to produce the 
sounds with which the ear has become familiar. 

As the child improves in technical ability the Piano Player will 
serve more and more as a guide and counsellor. Not infrequently 
the written score baffles the player, who, ‘unless the teacher be at the 
elbow to guide, is likely to entirely misinterpret the meaning and 
intent of the composer. It is when contingencies such as these arise 
that the Piano Player proves of invaluable assistance. 

Professor W. R. Spalding of Harvard, starting with the idea that 
“repetition is the prime essential in musical appreciation,” and that 
“lack of opportunity to command repetition is the greatest single 
check or obstacle in the road to musical appreciation,” is convinced 
“that the beginner who is enabled by these means to have repeated 
to him to the point of saturation the particular étude with which he is 
struggling, must infallibly gain a nearer conception of the meaning 
of the composer than his fellow seeker after muscial knowledge, who 
must grope after that meaning in the dark, with only the written score 
to guide him. It is with him exactly as with the painter who seeks to 
paint from imagination as against that other painter who sits down 
to his easel with the object he is intent upon reproducing before his 
eyes.” Thanks to the dissemination of this philosophy, the movement 
to introduce the Piano Player as an aid to musical education, both 
in the homes and in the schools, has made rapid strides in popular 
favor. 

“Again,” says a recent writer, “very few students of music achieve 
a degree of executive excellence which enables them to render ade- 
quately on the piano such compositions as Bach’s Fugues, for in- 
stance, or Beethoven’s Sonata in B flat. Is the fact that such com- 
positions are beyond the reach of the student in his capacity of per- 
former to close to him forever the personal appreciation of these 
works? How then will he obtain a true conception of their beauty ? 
Will it be by attending public concerts? Obviously not, since at most 
he can attend but a half-dozen a year, at none of which, perhaps, 
the composition in question will be played. How then unless by 
means of the Piano Player? 

“The mastering of the technique of this or that musical instrument 
is not the sum total of musical education—if musicians were to be 
measured only by the compositions they can play, very few indeed 
would have a clear title to the name—it is, above and beyond that, the 
acquired faculty, to understand and appreciate music blared by 
others. 

“One of the most favorably known finishing schools for young 
women, whose musical curriculum includes the hearing of grand 
opera or symphony concerts once a week, has inaugurated a system 
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which consists in having sent to the school, in advance of the perform- 
ance, the perforated rolls of whatever opera or symphony is to be 
heard by the pupils that week. The instructor in music then plays 
with the Piano Player the entire composition in question for the 
pupils, at the same time dissecting this or that theme or motif and 
explaining its message and symbolism to the class. Such passages 
as are particularly involved or complicated are played again and 
again until the pupils have acquired full understanding of them, and 
when the time comes to listen to the actual:performance of the work 
there is no part of the composition, no matter how insignificant ap- 
parently, which is lost upon those especially prepared listeners.” 

Like photography, the Piano Player has freed itself from the me- 
chanical taint which formerly clung to it, and has won a respected posi- 
tion in art by the introduction of its power of reproducing personal ex- 
pression, and just as a good photograph is better than a bad drawing, so 
is a Piano Player’s interpretation of a musical masterpiece better than 
a stumbling rendition of the same work by a player of only ordinary 
ability. Just as the companionship 2f good works of visible art 
cultivates the appreciation and refines the taste; just as the com- 
panionship of good books elevates and refines the mind, so the repeti- 
tion of good Music awakens the soul to its beauties and broadens and 
deepens the sympathetic understanding of its meaning. The Master- 
pieces of the great musicians, played as the Masters interpreted them, 
may, thanks to this wonderful instrument, now be heard in every’ 
home and as often as desired. 


The natural and inevitable outcome of the invention of the tele- 
phone and the phonograph was the singing-machine, which has of late 
years become so popular in American homes. There are many differ- 
ent kinds known under ‘various names, but they are nearly all similar, 
and based on the principle of the Edison Phonograph, which is too 
familiar to need description. 

Though not as yet perhaps quite so capable of such perfect indi- 
' vidual expression as the piano-playing machines, they are rapidly 
- attaining a pitch of perfection in the reproduction of the human 
voice, which is little short of marvellous. And they are doubtless 
also destined to play an important réle in musical-education. 

Already, indeed, according to N. J. Corey in an article in the Htude 
of October, 1906, these instruments are furnishing a splendid oppor- 
tunity for illustrative examples in teaching of musical history. Even 
in New York the number of operas that may be heard in a single 
season is comparatively limited, from a historical standpoint, and 
not every student can afford to attend all that may be given. But 
with these machines examples may be given from opera composers of 
all styles and periods. 

As we have already said, opportunity for listening is the one great 
lack in the education of most students of music. As time goes on, 
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and musical educators become more familiar with these instruments, 
they will become indispensable to the work of every conservatory 
course of instruction, for hearing great music is more useful in de- 
veloping a musical appreciation than hearing about it, just as, in the 
study of English literature, students are now expected to read the 
great writers, whereas formerly they only read their lives and descrip- 
tions and criticisms of their more important works. 

Arias from the grand operas of all schools and periods as sung 
by the greatest singers, reproduced by these machines, make it pos- 
sible for schools and private studios, even in the most remote ccrners 
of the land, to install a course that, will be invaluable to students. 
’ Singing teachers can now give demonstrations of their interpretations 
and vocal art, in places where the artists can never be heard in per- 
son. People who never could expect to have an opportunity to listen 
to so many great artists, may hear Patti, Melba, Sembrich, Gadski, 
Eames, Schumann-Heink, Caruso, Plancon, Campanari, Scotti, etc., 
and Tamagno, the greatest tenor of the past quarter century, and, as 
Madame Emma Eames says, what had formerly seemed a toy for 
grown-up children has become a factor in the history of music, and 
“we can still make our voices heard to coming generations when we 

shall be silent.” 

' It would, of course, be invidious to particularize any of either of 
these classes of instruments, but the section of Music in this volume 
would be incomplete without some reference to their general and in- 
creasing value in the cultivation of “Music in the Home.” 

I cannot conclude, however, without a word of warning lest the 
mechanical reproduction of music by these means should be mistaken 
for the real thing, and the real thing neglected. Valuable as these 
devices are as serving to enlist the interest of many who would not 
otherwise become quickened about musical matters, and thus leading 
them to spend time and money in gaining the true musical culture, 
they can never express so thoroughly the feeling of the individual 
player as actual, direct playing of any instrument must do. 


A STUDY OF BEETHOVEN. 


By Artuur Symons. 


a great innocence. It is the unconscious innocence of the 
child and the instructed innocence of the saint. Beethoven 
is the most childlike of musicians, and of all artists it is most 
natural to the musician to be childlike. There is, in every artist, a 
return toward childhood; he must be led by the hand through the 
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streets of the world, in which he wanders open-eyed and with heed- 
less feet. Pious hands must rock him to sleep, comfort his tears, and 
labor with him in his playtime.. He will speak the wisdom of the 
child, unconsciously, without translating it into the formal language 
of experience. 

Beethoven’s naiveté can be distinguished at every moment in his 
music; in his simplicities, trivialities, in his ready acceptance of 
things as they are, and, again, in his gravities and what may seem like 
over emphasis. It does not occur to him that you will not take 
things as simply as he does. His music is “nature, heard through a 
temperament,” and he hears the voices of nature with almost the 
eredulity with which he hears the often deceiving voices of men. 

Modern musicians are on their guard, even against nature. Wagner 
is never without the consciousness of so many things which his 
critical intelligence whispers to him that he must refrain from. What 
modern painter was it who said that “nature puts him out”? Wagner 
takes elaborate precautions against being put out by nature, and, 
after that, against allowing any one to suppose that nature has 
put him out. But Beethoven surrenders. It is unthinkable to him 
that a sound could deceive him. 

It is usual to compare Beethoven with Shakespeare; but is he, 
in any sense, a dramatist? Is he not rather, if we are to speak in 
terms of literature, an epic poet, nearer to Homer and to Milton than 
to Shakespeare? When Beethoven becomes tremendous, it is the 
sublime, not in action, but in being; his playfulness is a nobler 
“Comus,” a pastoral more deeply related to the innocence and ecstasy 
of nature. He has the heroic note of Homer, or of Milton’s Satan, 
or of Dante, whom in some ways he most resembles; but I distinguish 
no Lear, no Hamlet, no Othello. Nor is his comedy Shakespearean, 
a playing with the pleasant humor of life on its surface; it is the 
gayety which cries in the bird, rustles in leaves, shines in spray; 
it is a voice as immediate as sunlight. Some new epithet must be 
invented for this music which narrates nothing, yet is epic; sings 
no articulate message, yet is lyric; moves to no distinguishable action, 
yet is already awake in the void waters, out of which a world is to 
awaken. 3 

Music, as Schopenhauer has made clear to us, is not a representation 
of the world, but an immediate voice of the world. The musician, he 
tells us, “reveals the innermost essential being of the world, and. 
expresses the highest wisdom in a language his reason does not under- 
stand.” “We may take the perceptible world, or nature, and music, 
as two different expressions of the same thing.” “Accordingly, we 
might call the world ‘embodied music,” music differing from all 
other arts’in this, “that it is not an image of phenomena,” but rep- 
resents “the thing itself which lies behind all appearances.” In the 
language of the Schoolmen, “concepts are universalia post rem, actu- 
ality universalia in re, whereas music gives wniversalia ante rem.” 
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Tt is thus that the musician joins hands with the child and the 
saint, if, as we may believe, the child still remembers something of 


that imperial palace whence he came, 


and the saint lives always in such a house not made with hands 
The musician, through what is active in his art, creates over again, 
translates for us, that whole essential part of things which is ended 
when we speak, and deformed when we begin laboring to make it 
visible in marble, or on canvas, or through any of the actual particles 
of the earth. All Beethoven’s waking life was a kind of somnam- 
bulism, more literally so than that of any other man of genius; 
and not only when deafness dropped a soft enveloping veil between 
him and discords. “Must not his intercourse with the world,” says 
Wagner, in his book on Beethoven, “resemble the condition of one 
who, awakening from deepest sleep, in vain endeavors to recall his 
blissful dream?” To Shakespeare, to Michelangelo, who are concerned 
with the phenomena of the world as well as with “the thing itself 
which lies behind all appearances,” something is gained, some direct 
aid for art, by a continual awakening out of that trance in which 
they speak with nature. Beethoven alone, the musician, gains noth- 
ing: he is concerned only with one world, the inner world; and it 
is well for him if he never awakens. 

Why is it that music is not limited in regard to length, as a poem 
is. a lyrical poem, to which music is most akin? Is it not because 
the ecstasy of music can be maintained indefinitely and at its 
highest pitch, while the ecstasy of verse is shortened by what is 
definite in words? There are poems of Swinburne which attempt 
to compete with music on its own ground, “Tristram of Lyonesse,” 
for example; and they tire the ear which the music of Wagner’s 
“Tristan” keeps passionately alert for a whole evening. This is 
because we ask of words some more definite appeal to the mind than 
we ask of music, and an unsubstantial ecstasy wearies us like the 
hollow voice of a ghost, which we doubt while we hear it. Music comes 
speaking the highest wisdom in a language which our reason does 
not understand; because it is older and deeper and closer to us than 
our reason. Music can prolong, reiterate, and delicately vary the 
ecstasy itself; and its voice is all the while speaking to us out of 
our own hearts. To listen td music is a remembrance, and it is only 
of memory that men never grow weary. 

Music, says Wagner profoundly, “blots out our entire civilization 
as sunshine does lamplight.” It is the only art which renders us 
completely unconscious of everything else but the ecstasy at the root 
of life; it is the only art which we can absorb with closed eyes, like 
an articulate perfume; it is the only divine drunkenness, the only 
Dionysiac art. Beethoven’s Tenth Symphony was to have been a 
direct hymn to Dionysus. “In the Adagio,” he noted in his sketch- 
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book, “the text of a Greek myth, cantique ecclésiastique, in the 
Allegro feast of Bacchus.” It was to do what Goethe had tried to 
do in the Second Part of “Faust”: reconcile the Pagan with the Chris- 
‘tian world. But it was to do,more than that, and would it not have 
taken us deeper even than the Hymn to Joy of the Ninth Symphony: 
to that immeasurable depth out of which the cry of suffering is a 
hymn of victory? é 

Music, then, being this voice of things in themselves, and the only 
magic against the present, it will be useless to search into Beethoven’s 
life, and to ask of his music some correspondence between its color 
and humor and the color and humor of events. Let us take an 
instance. In the year 1802, Beethoven wrote that tragic confession 
known as the Testament of Heiligenstadt. The whole agony of his 
deafness has come upon him. “I must live,” he says, “like an 
exile.... Such things brought me to the verge of desperation, 
and well-nigh caused me to put an end to my life.... I joyfully 
hasten to meet death. If he comes before I have had the oppor- 
tunity of developing all my artistic powers, then, notwithstanding 
my cruel fate, he will come too early for me, and I should wish for 
him at a more distant period; but even then I shall be content, for 
his advent will release me from a state of endless suffering.” And, 
on the outside of the sealed packet, to be opened only at his death, 
he writes: “Oh, Providence, vouchsafe me one day of pure felicity!” 
Now it was at this period that Beethoven wrote the Second Symphony. 
I turn to Berlioz’s analysis of it in his “Etude critique des Sym- 
phonies de Beethoven,” and I read: “Le scherzo est aussi franchement 
gai dans sa capricieuse fantaisie, que l’andante a été complétement 
heureux et calme; car tout est riant dans cette symphonie, les élans 
guerriers du premier allegro sont eux-mémes tout 4 fait exempts 
de violence; on n’y saurait voir que l’ardeur juvénile d’un noble ceur 
dans lequel se sont conservées intactes les plus belles illusions de 
la vie.” 

“Tes plus belles illusions de la vie!” “The fond hope I brought 
with me here,” writes Beethoven at Heiligenstadt, “of being to a 
certain degree cured, now utterly forsakes me, As the autumn leaves 
fall and wither, so are my hopes blighted.” 

Twice in Beethoven’s life there is an interruption in his unceasing 
labor at his work. The first time is during the three years from 
1808 to 1811, when he was in love with Thérése Malfatti; the second 
time is from 1815 to 1818, after his brother’s death. During these 
two periods he wrote little of importance; personal emotion gripped 
him, and he could not loosen the grasp. During all the rest of his 
agitated and tormented life, nothing, neither the constant series of 
passionate and brief loves, nor constant bodily sickness, trouble about 
money, trouble about friends, relations, and the unspeakable nephew, 
meant anything vital to his deeper self. The nephew helped to kill 
him, but could not color a note of his music. Not “his view of the 
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world,” but the world itself spoke through those sounds which could 
never shrink to the point at which these earthly discords were audible. 
Music is a refuge, and can speak with the same voice to the man 
who is suffering as to the man who is happy, and through him, with 
the same voice, when he is suffering or when he is happy. It is here 
that music is so different from literature, for instance, where the 
words mean things, and bring back emotions too clearly and in too 
personal a way. The musician is, after all, the one impersonal artist, 
who, having lived through joy and sorrow, has both in his hands; 
can use them like the right hand and the left. 

And just as the musician can do without life, can be uncontam- 
inated by life, so, in his relations with other arts, with the mechanism 
of words and the conditions of writing for the stage and such like, 
he will have his own touchstone, his own standard of values. During 
a great part of his life Beethoven was looking out for a libretto on 
which he could write an opera. His one opera, “Fidelio,” is written 
on a miserable libretto; but the subject, with its heroisms, was what 
he wanted, and he was probably little conscious of the form in which 
it was expressed; for with him the words meant nothing, but the 
nature of the emotion which these words expressed was everything. 
When he said, speaking as some have thought slightingly of Mozart, 
that he would never have written a “Don Giovanni” or a “Figaro,” 
he merely meant that the very nature of such subjects was antipa- 
thetic to him, and that he could never have induced himself to take 
them seriously. Mozart, with his divine nonchalance, snatched at 
any earthly happiness, any gayety of the flesh or spirit, and changed 
it instantly into the immortal substance of his music. But Beethoven, 
with his peasant’s seriousness, could not jest with virtue or the 
rhythmical order of the world. His art was his religion, and must 
be served with a devotion in which there was none of the easy 
pleasantness of the world. 

And it was for this reason that he could find his own pasture in 
bad poets, like Klopstock, whom he carried about with him for 
years, like a Bible. Goethe, he admits later, had spoiled Klopstock 
for him. But still Klopstock was always “maestoso, D flat major”; 
he “exalted the mind.” He brooded over Sturm’s devotional work, 
“Considerations on the Works of God in Nature,” because he found 
in it his own deep, strenuously unlimited, love of God. It was the 
fundamental idea that he cared for, always; and, for the most part, 
this drew him to the greatest writers: to Homer and Shakespeare 
for heroic poetry, to Plutarch for the lives of heroes. And he was 
incapable of unbending, of finding pleasure in work which seemed 
to come from a less noble impulse. During his last illness one of 
Scott’s novels was brought to him, that he might read something 
which would not fatigue him too much. But after a few pages he 
tossed the book aside: “The man seems to be writing for money,” he 
said. 
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There stood on Beethoven’s writing-table, during most of his 
life, a sheet of paper, framed and under glass, on which he had 
written carefully three maxims, found by Champollion-Figeac among 
the inscriptions of an Egyptian temple: “Je suis ce qui est.—Je suis 
tout ce qui est, ce qui a été, ce qui sera; nulle main mortelle n’a 
soulevé mon voile.—II est par lui-méme, et c’est. A lui que tout doit 
son existence.” 

When I said that Beethoven had the innocence of the saint as 
well as that of the child, I was thinking partly of that passionate 
love of nature which, in him, was like an instinct which becomes a 
religion. He wrote to Thérése: “No man on earth can love the coun- 
try as I do. It is trees, woods, and rocks that return to us the 
echo of our thought.” He rushed into the open air, as into a home, 
out of one miserable lodging after another, in which the roofs and 
walls seemed to hedge him round. Kléber the painter tells us how, 
when he was in the country, he “would stand still, as if listening, with 
a piece of music-paper in his hand, look up and down, and then 
write something.” He liked to lie on his back, staring into the 
sky; in the fields he could give way to the intoxication of his delight; 
there, nothing came between him and the sun; which, said Turner, 
is God. 

The animal ery of desire is not in Beethoven’s music. Its Bacchic 
leapings, when mirth abandons itself to the last ecstasy, have in them 
a sense of religious abandonment which belongs wholly to the Greeks, 
to whom this abandonment brought no suggestion of sin. With 
Christianity, the primitive orgy, the unloosing of the instincts, be- 
comes sinful; and in the music of Wagner’s Venusberg we hear the 
ery of nature turned evil. Pain, division of soul, reluctance, come 
into this once wholly innocent delight in the drunkenness of the 
senses; and a new music, all lascivious fever and tormented and 
unwilling joy, arises to be its voice. But to Beethoven nature was 
still healthy, and joy had not begun to be a subtle form of pain. 
His joy sometimes seems to us to lack poignancy, but that is because 
the gods, for him, have never gone into exile, and the wine-god is 
not “a Bacchus who has been in hell.” Yet there is passion in his 
music, a passion so profound that it becomes universal. He loves 
love, rather than any of the images of love. He loyes nature with 
the same, or with a more constant, passion. He loves God, whom 
he cannot name, whom he worships in no church built with hands, 
with an equal rapture. Virtue appears to him with the same love- 
liness as beauty. And out of all these adorations he has created 
for himself a great and abiding joy. The breadth of the rhythm 
of his joy extends beyond mortal joy and mortal sorrow. There are 
times when he despairs for himself, never for the world. Law, order, 
a faultless celestial music, alone existed for him; and these he 
believed to have been settled, before time was, in the heavens. 
Thus his music was neither revolt nor melancholy, each an atheism; 
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the one being an arraignment of God and the other a denial of 
God. 

Beethoven invented no new form; he expanded form to the measure 
of his intentions, making it contain what he wanted. Sometimes it 
broke in the expansion, yet without setting him on the search for 
some new form which would be indefinitely elastic. The “Missa 
Solennis,” for instance, grew beyond the proportions of a mass, and 
was finished with no thought of a service of the church; the music 
went its own way, and turned into a vast shapeless oratorio, an 
anomaly of the concert-room. “Fidelio” is an opera which has 
not even the formal merits of the best operas produced on 
the Italian method; it lives a separate life in divine fragments, 
and is wholly expressive only in the two great overtures, of which 
only the second is, properly speaking, dramatic, while the third 
transcends and escapes drama. In the second overture, music 
speaks, in these profound and sombre voices, as in a drama in which 
powers and destinies contend in the air. The trumpet-call behind 
the scenes attaches it, by a deliberate externality, to the stage. But 
in the third overture, where music surges up out of some hell which 
is heaven, that it may make a new earth, there is hardly anything 
that we can limit or identify as drama; not even the trumpet-call 
behind the scenes, which has become wholly a part of the musical 
texture, and no longer calls off the mind from that deeper sense of 
things. 

Yet, if we follow Beethoven through any series of his works, 
through the sonatas, for instance, or the symphonies, we shall see a 
steady development, almost wholly unexperimental, and for that all 
the more significant. Each of the symphonies develops out of the 
last, each is a step forward; not that each is literally greater than 
the last, but has something new in it, an acquirement in art, or a 
growth in personality. That this should be so is the only excuse 
for an artist’s production; only secondary men repeat themselves; 
the great artist is incapable of turning back. As he goes forward, 
the public, naturally, which has come to accept him at a given moment 
of his progress, remains stationary; and when the public is not 
wholly dominated by a great name, so that it dares not rebel enough 
to choose after its own liking, there comes a time when the public 
ceases to comprehend, and begins to prefer, that is, to condemn. 

The public of Beethoven’s day, like the public for which and 
against which every great artist has worked, forgot that its only duty 
is to receive blindly whatever a great artist, once recognized as such, 
has to give it; that its one virtue is gratitude, and its cardinal sin, an 
attempt at discrimination. Beethoven had not to wait for fame; his 
earliest compositions were admired, his first publication was well 
paid. “Publishers dispute one with another,” he wrote early in life: 
“I fix my own price.” Yet, at the same time, he was never, up to 
the very end of his career, taken entirely at his own valuation, and 
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_ allowed to do what he liked in whatever way he liked. In 1816 the 

Philharmonic Society sent one of its members to ask for a new 
symphony, and to offer £100 for it. Beethoven, who had already 
written his Eighth Symphony, was about to accept the offer, wher. 
it was intimated to him that the new work must be in the style of 
his earlier symphonies. He refused with indignation, and London lost 
the honor of having “ordered” the Ninth Symphony. - Ten years 
earlier he had begged for the post of composer to the Vienna opera, 
engaging to compose an opera and an opéra-comique or ballet every 
year, in return for a very moderate salary. The letter of request 
was not even answered. Before that, “Fidelio” had failed, and the 
critics had assured one another that “the music was greatly inferior 
to the expectations of amateurs and connoisseurs.” In other words, 
Beethoven, recognized from the first as a great artist, was never 
accepted in the only way in which public appreciation can be other 
than an insult: he was never wholly “hors concours.” Just before 
his death, one of his intimate friends took it upon him to say that 
he preferred a certain one of the last quartettes to the others. “Each,” 
said Beethoven, once and for all, “has its merit in its own way.” 

Wagner has pointed out that it was bodily motion which first gave 
its beat to music; that is to say, that the articulate life of music 
comes from what is most instinctive in life itself. All instrumental 
music has its origin in the dance, and in the symphonies of Haydn 
we have little more than a succession of dances with variations. And 
Beethoven, in one movement, the Minuet or Scherzo, gives us, as 
Wagner says, “a piece of real dance-music, which could very well be 
danced to. An instinctive need seems to have led the composer into 
quite immediate contact with the material basis of his work for 
once in its course, as though his foot were feeling for the ground 
that was to carry him.” 

Is it not here, in this solid and unshakable acceptance of what is 
simplest, most fundamental, in life itself and in the life of music, 
that Beethoven comes into deepest contact with humanity, and lays 
his musical foundations for eternity? And he is himself, first of all, 
and before he begins to write music, a part of nature, instinctive. In 
Beethoven the peasant and the man of genius are in continual, fruit- 
ful conflict. A bodily vigor, as if rooted in the earth, is hourly 
shattered and built up again by the nerves in action and recoil. 
And, in the music itself, quite literally, and almost at its greatest, 
one hears this elemental peasant; as in the Allegro con brio of the 
Seventh Symphony, with its shattering humor. It is a big, frank, 
gross, great thing, wallowing in its mirth like a young Hercules. 
Often, as in the last movement of the T’rio (Op. 97), he disconcerts 
you by his simplicity, his buoyant and almost empty gayety. It is 
difficult to realize that a great man can be so homely and such a 
child. No one else accepts nature any longer on such confiding 
terms. And he has but just awakened out of an Andante in which 


904 THE FINE ARTS, MUSIC, AND THE DRAMA 


music has been honey to the tongue and an ecstatic peace to the 
soul. ; 

This simplicity, this naive return to origins, to the dance-tune, to 
a rhythm which can swing from the village band in the Scherzo of the 
Pastoral Symphony to the vast elemental surge of the Allegro of 
the Choral Symphony (as of the morning Stars singing together), 
leads, now and then, to what has been taken for something quite 
different from what it is: an apparent aim at realism, which is no 
more than apparent. In the whole of the Pastoral Symphony one 
certainly gets an atmosphere which is the musical equivalent of skies 
and air and country idleness and the delight of sunlight, not because 
a bird cries here and there, and a storm mutters obviously among 
the double basses, but because a feeling, constantly at the roots of 
his being, and present in some form in almost all his music, came for 
once to be concentrated a little deliberately, as if in a dedication, . 
by way of gratitude. All through there is humor, and the realism is 
a form of it, the bird’s notes on the instruments, the thunder and 
wind and the flowing of water, as certainly as the village band. Here, 
as everywhere, it. was, as he said, “expression of feeling rather than 
painting” that he aimed at; and it would be curious if these humor- 
ous asides, done with childish good-humor, should have helped to 
lead the way to much serious modern music, in which natural sounds, 
and all the accidents of actual noise, have been solemnly and con- 
scientiously imitated for their own sakes. 

Is Beethoven’s act in calling in the help of words and voices at the 
end of the Ninth Symphony necessarily to be taken as leading the way 
to Wagner, as Wagner held, and as at first sight seems unquestion- 
able? Is it Beethoven’s confession that there comes a moment when 
music can say no more, and words must step in to carry on the mean- 
ing of the sounds? If so, does not the whole theory of music being 
the voice of nature itself, an art which has arisen “from the imme- 
diate consciousness of the identity of our inner being with that of the 
outer world,” as Wagner calls it, fall to the ground? It seems to 
me that in adding voices to the instruments, Beethoven did no more 
than add another exquisitely expressive instrument to the orchestra; 
in adding that instrument he added words also, because words sup- 
port the voice, as the shoulder supports the violin. But I contend 
that the words of Schiller’s “Hymn to Joy” might be replaced by 
meaningless vowels and consonants, and that the effect of the Choral 
Symphony would be identically the same. Beethoven’s inspiration 
consisted in seeing that the effect of exultation at which he was 
aiming could best be rendered by a chorus of voices, voices considered 
as instruments; he was increasing his orchestra, that was all. 

Wagner, it is true, realized this; but, having realized it, he goes on 
to conceive of a Shakespeare entering the world of light simultane- 
ously with a Beethoven entering the world of sound, and a new, 
finer art arising out-of that mingling. Here, of course, he becomes 
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the apologist of his own music-drama; and it is in its claim to have 
done just this that it demands consideration. Has Wagner, in sub- 
ordinating his music, if not to the words, at all events to the action, 
“expressed partly by the words, really carried music further, or has he 
added another firmer link to the chain which holds music to the 
earth? Music-drama, since Wagner has existed, there will always 
be; but may there not be also a music more and more “absolute,” of 
which voices may indeed form part, but voices without words, 
adding an incomparable instrument to the orchestra? Why need 
music, if it is the voice of something deeper than action, care to 
concern itself with drama, which is the ripple on the surface of a 
great depth? As it dispenses with the stage, or the conscious exercise 
of the eyes, so it will dispense with words, or the conscious exercise 
of the mind through the hearing, and, in an equal degree, with the 
intrusive reasonings of a programme, at the best but misleading foot- 
notes to a misinterpreted text. 

In the later works of Beethoven we see his attempt to express him- 
self within a fixed form, and yet without losing anything of what 
he wanted to say, through the pressure of those limits. “From the 
time,” says Wagner, “when, in accord with the moving sorrows of 
his life, there awoke in the artist a longing for distinct expression ° 
of specific, characteristically individual emotions,—as though to un- 
bosom himself to the intelligent sympathy of fellow-men,—and this 
longing grew into an ever more compulsive force; from that time 
when he began to care less and less about merely making music, 
about expressing himself agreeably, enthrallingly, or inspiritingly in 
general, within that music: and, instead thereof, was driven by the 
general necessity of his inner being to employ his art in bringing 
to sure and seizable expression a definite content that absorbed his 
thoughts and feelings,” then, says Wagner, begins his agony. 

And this agony is the effort, not so much to say in music things 
really or merely individual, but to force music to tell some of its 
own secrets, still secrets to Beethoven. The deepest poetry and the 
deepest philosophy in words have been for the most part questions to 
which no answer has been offered; like the soliloquies of Hamlet 
and the thirty-eighth chapter of Job. When Beethoven is greatest 
his music speaks in a voice which suggests no words, and is the out- 
pouring of a heart or soul too full for speech, and says speechless 
things. And at last Beethoven cares only for the saying of these 
speechless things, and because he cares supremely for this he refines 
his form, through which alone they can be spoken, with a more and 
more jealous care, fastening upon the roots of sound. 

In Beethoven’s later work, and especially in the last quartettes, he. 
seems actually to rarefy sound itself. What is this new subtlety and 
poignaney which comes into the notes themselves, as they obey a 
master who has proceeded by one exclusion after another, until he 
has refined sound to its last shade, or sharpened it to its ultimate 
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point? Already, in the Quartette in C major (Op. 59), in which a 
form is filled without excess and without default, a new color comes 
into the harmonies, as they reach after an unlimited strength, seeking 
to avoid all merely formal or limiting sweetness. They have passed 
through fire, and come out changed, a new body which has found a 
new soul. Here there is drama, an ominous and mysterious drama, 
in which the instruments are the persons: tragic cries surge up and 
are quieted; one hears the deathdrum beating, perhaps only in their 
veins. The discord has found its place, liberating harmony, and, in 
the final fugue, one sees the strictest'of forms set dancing and hurry- 
ing, with a meaning not only in the notes, but in some not easily 
followed process of thinking in music, with-an actual intellectual 
ecstasy. 

In the last quartettes form is so completely mastered that form, 
as limit, disappears, and something new, strange, incalculable, arises 
and exists. The purity of its harmony is so acute that it is at once 
joy and pain, harmony and discord. Beauty, brought to this intensity, 
at moments goes mad with delight. There is a gay, mysterious, 
entangling gravity, a kind of crabbed sweetness, in which sweetness 
becomes savour. At times, as in the Allegro of the Quartette in B 
flat major (Op. 180), sound passes into a fluttering of wings, as 
Psyche, the butterfly, soars at last into sunlight. The music began 
with elfin laughter, turned serious, and meditated with fine subtlety, 
and then, in the frank and childish return “alla danza tedesca,” 
seemed to go back to the first things of the earth, as to one’s roots 
for new sap. And then, in that Cavatina which Beethoven wrote 
weeping, one overhears a noble and not despairing sorrow, which 
can weep but not whimper; an imploring, sadly questioning, unre- 
sentful lament; the most reticent sorrow ever rendered in music. To 
have written this movement is as great a thing as to have built a 
cathedral, in which, not more truly, the soul shelters from its grief. 

When I hear the Quartette in F major (Op. 135), it seems to me 
that music has done nothing since, that it contains the germ, and 
more than the germ, of all modern music. It was such things, no 
doubt, as the Walkyries’ Ride of the second movement, the Vivace, 
which seemed unintelligible, insane, to the people who first heard 
them, even after hearing all the symphonies. With the first notes of 
the first movement we are in the heart of music, as if one awoke 
on board a ship, and was on the open sea, beyond sight of land. Here, 
and to the end, every note has its separate meaning, its individual 
life, and is more than the mere part of a whole. There is so much 
music which, because it is leading to something, does not stay by the 
way, conscious of itself, perfect as an end, though it is also perfect 
as the means to an end. In the Lento, Beethoven prays; there is in 
it a peace so profound and yet acute that it is almost sad; yet it is 
neither joy nor sorrow, but a hymn to God out of sorrow, itself faith, 
resignation, and a sure and certain hope of the “rest that remaineth.” 
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Even Beethoven never made a more beautiful melody, nor was there 
ever in music a landscape of the soul so illuminated with all the soft 
splendor of sunlight. The Grave leading to the Allegro, with the 
words, “Muss es sein? Es muss sein” (the “painfully made resolve’), 
seems willing, for once, in a kind of despair or distrust even of 
music, to fix a more precise meaning upon sounds. It is no more, 
really, than the irrelevant, touching, unneeded outcry of the artist, 
afraid that you may be overlooking something which he sees or hears, 
no doubt, so much more clearly than you, and which he cannot bear 
to think that you may be overlooking. 

In spite of Holbein, Diirer, and Cranach, in spite of the builders in 
stone and the workers in iron, the German genius has never found its 
complete expression in any of the plastic arts. Germany has had 
both poets and philosophers, who have done great things; but it has 
done nothing supreme except in music, and in music nothing supreme 
has been done outside Germany since ‘the music of Purcell in 
England. 

Diirer created a very German kind of beauty; philosophers, from 
Kant to Nietzsche, have created system after system of philoso- 
phy, each building on a foundation made out of the ruins of the 
last. Goethe gave wisdom to the world by way of Germany. But 
Goethe, excellent in all things, was supreme in none; and German 
beauty is not universal beauty. In Beethoven, music becomes a 
universal language, and it does so without ceasing to speak German. 
Beethoven’s music is national, as Dante’s or Shakespeare’s poetry is 
national; and it is only since Beethoven appeared in Germany that 
Germany can be compared with the Italy which produced Dante 
and the England which produced Shakespeare. On the whole, Ger- 
mans have not been ungrateful. But they have had their own ways 
of expressing gratitude. 

A German sculptor has represented Beethoven as a large, naked 
gentleman, sitting in an emblematical arm-chair with a shawl decently 
thrown across his knees. In this admired production all the evil 
tendencies, gross ambitions, and ineffectual energies of modern Ger- 
man art seem to have concentrated themselves. It is to be regretted 
that Beethoven, rather than any more showy person, Goethe, for 
instance, with his “Olympian” air, or Schiller, with his consumptive 
romanticism, should have been made the conspicuous victim of this 
worst form of the impotence of the moment. There is a sentence 
spoken by Emilia in that novel of George Meredith which no longer 
bears her more attractive name, through which we may see Beethoven 
as he was: “I have seen his picture in shop-windows: the wind seemed 
in his hair, and he seemed to hear with his eyes: his forehead frown- 
ing so.” To look from this visible image in words to the construction 
jn stone of Max Klinger, is to, blot out vision with the dust of the 
quarry. During his lifetime Beethoven suffered many things from 
his countrymen, and now that he is dead they cannot let him alone 
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in the grave; but must first come fumbling with heavy fingers at his 
skull (we are told its weight), and then setting up these dishonoring 
monuments in his honor. 


THE IDEAS OF WAGNER. 


By Artuur Symons. 


diate vital act,” the expression of man, as man is the expression 

of nature. “The first and truest fount of Art reveals itself in 

the impulse that urges from Life into the work of art; for it 
is the impulse to bring the unconscious, instinctive princip'e of Life 
to understanding and acknowledgment as Necessity.” “Art is an 
inbred craving of the natural, genuine, and uncorrupted man,” not 
an artificial product, and not a product of mind only, which pro- 
duces science, but of that deeper impulse which is unconscious. From 
this unconscious impulse, this need, come all great creations, all 
great inventions; conscious intellect does but exploit and splinter 
those direct impulses which come straight from the people. The 
people alone can feel “a common and collective want”; without this 
want there can be no need; without need no necessary action; where 
there is no necessary action, caprice enters, and caprice is the mother 
of all unnaturalness. Out of caprice, or an imagined need, come 
luxury, fashion, and the whole art-traffic of our shameless age. “Only 
from Life, from which alone can even the need for her grow up, can 
Art obtain her matter and her form; but where Life is modelled 
upon fashion, Art can never fashion anything from Life.” 

In his consideration of art Wagner sets down two broad divisions: 
art as derived directly from man, and art as shaped by man from 
the stuff of nature. In the first division he sets dance (or motion), 
tone, and poetry, in which man is himself the subject and agent 
of his own artistic treatment; in the second, architecture, sculpture, 
and painting, in which man “extends the longing for artistic por- 
trayal to the objects of surrounding, allied, ministering Nature.” 

The ground of all human art is bodily motion. Into bodily motion 
comes rhythm, which is “the mind of dance and the skeleton of tone.” 
Tone is “the heart of man, through which dance and poetry are 
brought to mutual understanding.” This organic being is “clothed 
upon with the flesh of the world.” Thus, in the purely human arts, 
we rise from bodily motion to poetry, to which man adds himself 
as singer and actor; and we have at once the lyric art-work out of 
which comes the perfected form of lyric drama. This, as he con- 
veives it, is to arise when “the pride of all three arts in their owr 
self-sufficiency shall break to pieces and pass over into love for one 


le “The Art-work of the Future,’ Wagner defines art as “an imme- 
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another.” Attempts, it is true, have been made to combine them, 
conspicuously in opera; but the failure of opera comes from “a 
compact of three egoisms,” without mutual giving as well as taking. 

The limits of dance are evident; mere motion can go no further 
than pantomime and ballet. What, then, are the limits of tone? Har- 
mony is the unbounded sea; rhythm and melody, in which dance 
and poetry regain their own true essence, are the limiting shores to 
this unbounded sea. Yet, within the confines of these shores, the sea 
is for ever tossing, for ever falling back upon itself. Christianity 
first set bounds to it with words, “the toneless, fluid, scattering word 
of the Christian creed.” When the limits of this narrow word were 
broken, and the sea again let loose, an arbitrary measure was set 
upon it from without, counterpoint, “the mathematics of feeling,” 
the claim of tone to be an end in itself, unrelated to nature, a matter 
of the intellect instead of a voice of the heart. Life, however, was 
never extinct, for there arose the folk-tune, with its twin-born folk- 
song; which, however, was seized upon by the makers of music and 
turned into the “aria”: “not the beating heart of the nightingale, 
but only its warbling throat.” Then, out of that unending source, 
bodily motion, expressed in the rhythm of the dance, came the final 
achievement of instrumental music, the symphony, which is made 
on the basis of the harmonized dance. Beethoven carries instrumental 
music to the verge of speech, and there pauses; then, in the Ninth 
Symphony, in which he calls in the word, “redeems music out of her 
own peculiar element into the realm of universal art.” Beyond what 
Beethoven has there done with music, “no further step is possible, 
for upon it the perfect art-work of the future alone can follow, the 
universal drama to which he has forged for us the key.” 

But poetry, has that also its limits? Literary poetry still exists, 
even the literary drama, written, as Goethe wrote it, from outside, as 
by one playing on a lifeless instrument; even “the unheard-of drama 
written for dumb reading!” But poetry was once a living thing, a 
thing spoken and sung; it arose from the midst of the people, and 
was kept alive by them, alike as epic, lyric, and drama. “Tragedy 
flourished for just so long as it was inspired by the spirit of the 
people,” and, at its greatest moment, among the Greeks, “the poetic 
purpose rose singly to life upon the shoulders of the arts of dance 
and tone, as the head of the full-fledged human being.” Where we 
see tragedy supreme in Shakespeare and music supreme in Beethoven, 
we see two great halves of one universal whole. It remains for the 
art of the future to combine these two halves in one; and, in the 
process of joining, all the other arts, those arts not derived directly 
from man but shaped by man from the stuff of nature, will find their 
place, as they help towards the one result. 

The sections which follow, dealing with architecture, sculpture, and 
painting, form a special pleading to which it is hardly necessary to 
give much attention. Each art may indeed legitimately enough 
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be utilized in the production and performance of such an art-work 
as Wagner indicates, and as he actually produced and performed; 
architecture building the theatre, sculpture teaching man his own 
bodily beauty and the beauty and significance of his grouping and 
movement on the stage, and painting creating a landscape which shall 
seem to set this human figure in the midst of nature itself. In going 
further than this, in asserting that sculpture is to give place to the 
human body, and painting to limit itself to the imitation of nature 
as a background of stage-scenery for the actor, we see the German.* 
We see also the propagandist, who has a doctrine to prove; perhaps 
the enthusiast, who has convinced himself of what he desires to 
believe. In his conclusion of the whole matter he goes one step 
further, and identifies the poet and the performer; then finds in the. 
performer “the fellowship of all the artists,” and, in that fellowship, 
the community of the people, who, having felt the want, have found 
out the way. “The perfectly artistic performer is therefore the unit 
man extended to the essence of the human species by the utmost 
evolution of his own particular nature. The place in which this 
wondrous process comes to pass is the theatric stage; the collective 
art-work which it brings to the light of day, the Drama.” 

In a letter to Berlioz, written in 1860, Wagner reminds his critic, 
who has chosen to fasten upon him the title, “Music of the Future” 
(the hostile invention of a Professor Bischoff, of Cologne), that the 
essay was written at a time when “a violent crisis in his life” (the 
Revolution of 1848, and his exile from Germany) had for a time with- 
drawn him from the practice of his art. “I asked myself,” he says, 
“what position Art should occupy towards the public, so as to inspire 
it with a reverence that should never be profaned; and, not to be 
merely building castles in the air, I took my stand on the position 
which art once occupied towards the public life of the Greeks.” In 
the thirty thousand Greeks assembled to listen to a tragedy of 
“Eschylus he found the one ideal public; and, in the whole situation, 
a suggestion towards an art which should be no pedantic revival of 
that, but a similar union of the arts, in the proportions demanded by 
their present condition and by the present condition of the world. 
For, as no one has realized more clearly, there is no absolute art-work; 
bat each age must have its own art-work, as that of the preceding age 
ceases to be living and becomes monumental. “The Shakespeare who 
can alone be of value to us is the ever new creative poet who, now 
and in all ages, is to that age what Shakespeare was to his own 
age.” 

“Opera and Drama,” which closely followed “The Art-work of the 
Future,” was written at Ziirich in four months; it fills 876 large 
pages in Mr. Ellis’s translation. In a letter to Uhlig, written 


1A more ge Jaro indeed a wholly just view of the relations of the plastic arts, is to be 
found in the ‘‘Letter to Liszt on the proposed Goethe Institute,’ written in 1851 (‘Prose 
Works,” iii. 19-20), in which Wagner points out the necessity of the due and helpful subordi- 


pation of painting and sculpture to architecture in any complete and living organism of plas- 
art. 
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January 20, 1851, Wagner says: “The first part is the shortest and 
easiest, perhaps also the most entertaining; the second goes deeper, 
and the third goes right to the bottom.” In the dedication to the 
second edition, written in 1868, he says: “My desire to’ get to the 
bottom of the matter and to shirk no detail that, in my opinion, might 
make the difficult subject of esthetic analysis intelligible to simple 
feeling, betrayed me into a stubbornness of style which, to the reader 
who looks merely for entertainment, and is not directly interested 
in the subject itself, is extremely likely to seem a bewildering diffuse- 
ness.” And the translator confesses that no other of Wagner’s prose 
works has given him half so much difficulty as the third and portions 
of the second part of “Opera and Drama”; for in them, as he says, 
“we are presented with a theory absolutely in the making.” 

“Opera and Drama” is an attempt to state, in minute particulars, 
what “The Art-work of the Future” stated in general terms. It is 
based upon a demonstration of the fundamental error in the con- 
struction of opera: “that a means of expression (music) has been 
made the end, while the end of expression (drama) has been made 
a means.” How fatal have been the results of this fundamental error 
can be realized only when it is seen how many of the greater musi- 
cians have thus spent their best energies in exploring a labyrinth 
which does but lead tack, through many vain wanderings, to the 
starting-point. 

The musical basis of opera was the aria, i.e., “the folk- -song as 
rendered by the art-singer before the world of rank and quality, but 
with its word-poem left out and replaced by the product of the art- 
poet composed to that end.” The performer was rightly the basis of 
the performance, but a basis set awry; for the performer was chosen 
only for his dexterity in song, not for his skill as an actor. Dance 
and dance-tune, “borrowed just as waywardly from the folk-dance 
and its tune as was the operatic aria from the folk-song, joined 
forces with the singer in all the sterile immiscibility of unnatural 
things.” Between these alien elements a shifting plank-bridge was 
thrown across, recitative, which is no more than the intoning of 
the Church, fixed by ritual into “an arid resemblance to, without 
the reality of, speech,” and varied a little by musical caprice for the 
convenience of opera. 

This unsound structure was untouched by the theory und practice 
of Gluck, whose “revolution” was now more than revolt on the part 
of the composer against the domination of the singer. The singer 
was made to render more faithfully the music which the composer 
‘set before him; but the poet “still looked up to the composer with 
the deepest awe,” and no nearer approach was made to drama. In 
Spontini we see the logical filling out of the fixed forms of opera 
to their fullest extent. Along these lines nothing further can be done; 
it is for the poet to step into the place usurped by the musician. 
The poet did nothing, but.still continued to work to order, not once 
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daring to pursue a real dramatic aim. He contented himself with 
stereotyped phrases, the make-believe of rhetoric, straitened to the 
measure of the musician’s fixed forms, knowing that to make his 
characters speak “in brief and definite terms, surcharged with mean- 
ing,” would have caused his instant dismissal. Thus music, which 
in the nature of things can only be expression, is seen endeavoring to 
fill the place of that which is to be expressed, to be itself its own 
object. “Such a music is no longer any music, but a fantastic hybrid 
emanation from poetry and music, which, in truth, can only mate- 
rialize itself as caricature.” 

Mozart’s importance in the history of opera is this, that, taking 
the forms as he found them, he filled them with living music, setting 
whatever words were given him, and giving those words “the utmost 
musical expression of which their last particle of sense was capable.” 
Had Mozart met a poet who could have given him the foundation 
for his musical interpretation, he would have solved the problem for 
himself, unconsciously, by mere sincerity to his genius for musical 
expression. 

After Mozart, in whom form was nothing and the musical spirit 
everything, came imitators who fancied they were imitating Mozart 
when they copied his form. It was Rossini who showed how hollow 
that form really was, and he did so by reducing aria, the essence of 
opera, to its own real essence, melody. In the folk-song words and 
tune had always grown together; in the opera there had been always 
some pretence of characterization. Rossini abandoned everything but 
just “naked, ear-delighting, absolute, melodic melody,” a delicious 
meaningless sound. “What reflection and esthetic speculation had 
built up, Rossini’s opera melodies pulled down and blew into nothing, 
like a baseless dream.” Rossini gave every one what he wanted. 
He gave the singer what he wanted, display; and the player what he 
wanted, again display; and the poet a long rest, and leave to rhyme 
as he chose. Above all he gave the public what it wanted: not the 
people, but that public which need only be named to be realized, 
the modern opera public. “With Rossini the real life-history of the 
’ opera comes to an end. It was at an end when the unconscious seed- 
ling of its being had evolved to naked and conscious bloom.” 

The one genuine, yet futile, attempt to produce living opera was 
the attempt of Weber, who saw in opera only melody, and who 
went to the true source, to the folk-song, for his melody. But he 
saw only the flower of the woods, and plucked it, taking it where it 
could but fade and die, because it had lost the sustenance of its 
root. On his heels came Auber, and then Rossini himself, who 
pilfered national melodies and stuck them together like a dressmaker 
giving variety to an old dress. The chorus came forward, and played 
at being the people; and there was “a motley, conglomerate surround- 
ing, without a centre to surround.” Music tried to be outlandish, to 
express nothing. but in a more uncommon way. Opera became 
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French, and, partly through a misunderstanding of Beethoven, neo- 
romantic. 

Until: Beethoven had done what he did, no one could have been 
quite certain “that the expression of an altogether definite, a clearly 
intelligible individual content, was in truth impossible in this lan- 
guage that had only fitted itself for conveying the general character 
of an emotion”: the language, that is, of absolute music. Beethoven 
attempts “to reach the artistically necessary within an inartistically 
impossible”; he chooses, in music, a form which “often seems the 
mere capricious venting of a whim, and which, loosed from any 
purely musical cohesion, is only bound together by the bond of a 
poetic purpose impossible to render into music with full poetic plain- 
ness.” Thus, much of his later work seems to be so many sketches 
for a picture which he could never make visible in all its outlines. 

What in Beethoven was a “struggle for the discovery of a new basis 
of musical language,” has been seized upon by later composers only 
in its external contrasts, excesses, inarticulate voices of joy and 
despair, and made the basis of a wholly artificial construction, in 
which “a programme reciting the heads of some subject taken from 
nature or human life was put into the hearer’s hands; and it was 
left to his imaginative talent to interpret, in keeping with the hint 
once given, all the musical freaks that one’s unchecked license might 
now let loose in motley chaos.” Berlioz seized upon what was most 
chaotic in the sketchwork of Beethoven, and, using it as a misunder- 
stood magic symbol, called unnatural visions about him. “What he 
had to say to people was so wonderful, so unwonted, so entirely 
unnatural, that he could never have said it out in homely, simple 
words; he needed a huge array of the most complicated machines 
in order to proclaim, by the help of many-wheeled and delicately- | 
adjusted mechanism, what a simple human organism could not pos- 
sibly have uttered, just because it was so entirely unhuman.... 
Each height and depth of this mechanism’s capacity has Berlioz 
explored, with the result of developing a positively astounding knowl- 
edge; and, if we mean to recognize the inventors of our present 
industrial machinery as the benefactors of modern State-humanity, 
then we must worship Berlioz as the veritable saviour of our world 
of absolute music; for he has made it possible to musicians to pro- 
duce the most wonderful effect from the emptiest and most inartistic 
content of their music-making, by an unheard-of marshalling of mere 
mechanical means.” 

In Berlioz, Wagner admits, “there dwelt a genuine artistic stress,” 
but Berlioz was but a “tragic sacrifice.” His orchestra was annexed 
by the opera-composer; and its “splintered and atomic melodies” were 
now lifted from the orchestra into the voice itself. The result was 
Meyerbeer, who, when Wagner wrote, could be alluded to, without 
need of naming, as the most famous opera-composer of modern 
times. 
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Weber, in “Euryanthe,” had endeavored in vain to make a coherent 
dramatic structure out of two contradictory elements, “absolute, self- 
sufficing melody and unflinchingly true dramatic expression.” Meyer- 
beer attempted the same thing from the standpoint of effect, and with 
the aid of the Rossini melody. Thus, while “Weber wanted a drama 
that could pass with all its members, with every scenic nuance, into 
his noble soulful melody, Meyerbeer, on the contrary, wanted a 
monstrous piebald, historico-romantic, diabolico-religious, fanatico- 
libidinous, sacro-frivolous, mysterio-criminal, autolyco-sentimental, 
dramatic hotch-potch, therein to find material for a curious chimeric 
music—a want which, owing to the indomitable buckram of his 
musical temperament, could never be quite suitably supplied.” 

In his summing-up of the whole discussion on opera and the nature 
of music, Wagner tells us that the secret of the barrenness of modern 
music lies in this, that music is a woman who gives birth but does 
not beget. “Just as the living folk-melody is inseparabie from the 
living folk-poem, at pain of organic death, so can music’s organism 
never bear the true, the living melody, except it first. be fecundated 
by the poet’s thought. Music is the bearing woman, the poet the 
begetter; and music had therefore reached the pinnacle of madness 
when she wanted not only to bear, but to beget.” He now turns, 
therefore, to the poet. 

The second part of “Opera and Drama” is concerned with “The 
.Play, and the Nature of Dramatic Poetry.” Wagner first clears the 
way of his theory by pointing out that when Lessing, in his “Laocodn,” 
mapped out the boundaries of the arts, he was concerned, in poetry, 
only with that art as a thing to be read, even when he touches on 
drama; and that, figuring it as addressed wholly to the imagination, 
not to the sight and hearing, he was rightly anxious only to preserve 
its purity; that is, to make it as easy as possible for the imagination 
to grasp it. But, just as the piano is an abstract and toneless reduc- 
tion backward through the organ, the stringed instrument, and the 
wind instrument, from the “oldest, truest, most beautiful organ of 
music,” the human voice, so, if we trace back. the literary drama, or 
indeed any form of poetry, we shall find its origin in the tone of 
human speech, which is one and the same with the singing tone. 

Modern drama has a twofold origin: through Shakespeare from 
the romance, and through Racine from misunderstood Greek tragedy. 
At the time of the Renaissance poetry was found in the narrative 
poem, which had culminated in the fantastic romance of Ariosto. To 
this fantastic romance Shakespeare gave inner meaning and outward 
show; he took the inconsequential and unlimited stage of the mum- 
mers and mystery-players, narrowed his action to the limits of the 
spectator’s attention, but, through the conditions of that stage, left 
the representation of the scene to the mind’s eye, and thus left open 
a door to all that was vague and unlimited in romance and history. In 
France and Italy the drama, played, not before the people, but in 
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prinees’ palaces, was copied externally from ancient drama. A fixed 
scene was taken as its first requirement, and thus an endeavor was 
made to construct from without inwards, “from mechanism to life”; 
talk on the scene, action behind the scene. Drama passed over into 
opera, which was thus “the premature bloom on an unripe fruit, 
grown from an unnatural, artificial soil.” 

It was in Germany, in whose soil the drama has never taken root, 
that a mongrel thing, which is stil! rampant on the European stage, 
came into being. When Shakespeare was brought over to Germany, 
where the opera was already in possession of the stage, an attempt 
was made to actualize his scenes, upon which it was discovered that 
dramatized history or romance was only possible so long as the scene 
need only be suggested. In the attempt to actualize Shakespeare’s 
mental pictures, all the resources of mechanism were employed in 
vain; and the plays themselves were cut and altered in order to bring 
them within the range “ a possible realistic representation. It was 
seen that the drama «. Shakespeare could only be realized under its 
primitive conditions, with the scene left wholly to the imagination. 
Embodied, it-became, so far as embodiment was possible, “an un- 
surveyable mass of realisms and actualisms.” 

It therefore remained evident that the nature of romance can never 
wholly correspond with the nature of drama; that, as an art in 
which drama was at once its inner essence and its embodied repre- 
sentation, the drama of Shakespeare remained, as a form, imperfect. 
The result of this consciousness was that the poet either wrote literary 
dramas for reading, or attempted an artificial reconstruction of the 
antique. Such was the drama of Goethe and Schiller. Goethe, after 
repeated attempts, produces his only organic work in “Faust,” which 
is dramatic only in form, and in “Wilhelm Meister,” which returns 
frankly to romance. Schiller “hovers between heaven and earth” in 
an attempt to turn history into romance and romance into classical 
drama. Both, and all that resulted from both, prove “that our liter- 
ary drama is every whit as far removed from the genuine drama as 
the pianoforte from the symphonic song of human voices; that in 
the modern drama we can arrive at the production of poetry only 
by the most elaborate devices of literary mechanism, just as on 
the pianoforte we only arrive at the production of music through the 
most complicated devices of Heche mechanism—in either case, a 
soulless poetry, a toneless music.’ 

The stuff of the modern drama, then, being romance, what is the 
difference between this romance and the myth which was the stuff 
of ancient Greek drama? Myth Wagner defines as “the poem of a 
life-view in common,” the instinctive*creation of the imagination of 
primitive man working upon his astonished and uncomprehending 
view of natural phenomena. “The incomparable thing about the 
‘ mythos is that it is true for all time, and its content, how close 
soever its compression, is inexhaustible throughout the ages.” The 
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poet’s business was merely to expound the myth by expressing it in 
action, an action which should be condensed and unified from it, as, 
it, in its turn, had been a condensation and unification of the prim- 
itive view of nature. 

The romance of the Middle Ages is derived from the mingling of 
two mythic cycles, the Christian legend and the Germanic saga. 
Christian legend can only present pictures, or, transfigured by music, 
render moments of ecstasy, which must remain “blends of color with- 
out drawing.” The essence of drama is living action, in its progress 
towards a clearly defined end; whereas Christianity, being a passage 
through life to the transfiguration of death, “must perforce begin 
with the storm of life, to weaken down its movement to the final 
swoon of dying out.” The Germanic saga begins with a myth older 
than Christianity, then, when Christianity has seized upon it, be- 
comes “a swarm of actions whose true idea appears to us unfathom- 
able and capricious, because their motives, resting on a view of life 
quite alien to the Christian’s, had been lost to the poet.” Foreign 
stuffs are patched upon it; and it becomes wholly unreal and out- 
landish, a medley of adventures, from whose imaginary pictures, how- 
ever, men turned to track them in reality, by voyages of discovery, 
and by the scientific discoveries of the intellect. Nature, meanwhile, 
unchanged, awaits a new interpretation. 

The first step in this interpretation is to seize and represent actual 
things as they are, individually. History comes forward with a more 
bewildering mass of material than fancy had ever found for itself; _ 
and from this tangle of conditions and surroundings the essence of 
the man is to be unravelled. This can be done by the romance writer, 
not by the dramatist. The drama, which is organic, presupposes all 
those surroundings which it is the business of the romance writer 
to develop before us. The romance writer works from without in- 
wards, the dramatist from within outwards. And now, going one 
step further, and turning to actual life as it exists before our eyes, 
the poet can no longer “extemporize artistic fancies”; he can only 
render the whole horror of what lies naked before him; “he needs 
only to feel pity, and at once his passion becomes a vital force.” 
Actual things draw him out of the contemplation of actual things; the 
poem turns to journalism, the stuff of poetry becomes politics. 

It was Napoleon who said to Goethe that, in the modern world, 
politics play the part of fate in the ancient world. “The Greek 
Fate is the inner nature-necessity, from which the Greek—because 
he did not understand it—sought refuge in the arbitrary political 
state. Our Fate is the arbitrary political state, which to us shows 
itself as an outer necessity for the maintenance of society; and from 
this we seek refuge in the nature-necessity, because we have learnt 
to understand the latter, and have recognized it as the condition- 
ment of our being and all its shapings.” In the myth of CEdipus is 
seen a prophetic picture of the “whole history of mankind. from the 
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beginnings of society to the inevitable downfall of the state.” The 
modern state is a necessity of an artificial and inorganic kind; it is 
not, as society (arising from the family, and working through love 
rather than through law) should rightly be, “the free self-determining 
of the individuality.” Within these artificial bounds of the state 
only thought is free; and the poet who would render the conflict of 
the individual and of the state must content himself with appealing 
to the understanding; he cannot appeal to the understanding through 
the feeling. Dramatic art is “the emotionalizing of the intellect,” for, 
in drama, the appeal is made directly to the senses and can com- 
pletely realize its aim. “In drama, therefore, an action can only be 
explained when it is completely justified by the feeling; and it is 
thus the dramatic poet’s task not to invent actions but to make an 
action so intelligible through its emotional necessity that we may 
altogether dispense with the intellect’s assistance in its justification. 
The poet, therefore, has to make his main scope the choice of the 
action, which he must so choose that, alike in its character and in its 
compass, it makes possible to him its entire justification by the feel- 
ing, for in this justification alone resides the reaching of his aim.” 
This action he cannot find in the present, where the fundamental 
relations are no longer to be seen in their simple and natural growth; 
nor in the past, as recorded by history, where an action can only 
become intelligible to us through a detailed explanation of its sur- 
roundings. It must be found in a new creation of myth, and this 
myth must arise from a condensation into one action of the image 
of all man’s energy, together with his recognition of his own mood 
in nature—nature apprehended, not in parts by the understanding, 
but as a whole by the feeling. This strengthening of a moment of 
action can only be achieved “by lifting it above the ordinary human 
measure through the poetic figment of wonder.” “Poetic wonder is 
the highest and most necessary product of the artist’s power of 
beholding and displaying.... It is the fullest understanding of 
Nature that first enables the poet to set her phenomena before us in 
wondrous shaping: for only in such shaping do they become intelli- 
gible to us as the conditionments of human actions intensified.” The 
motives which tend towards this supreme moment of action are to 
be condensed and absorbed into one; and from this one motive “all 
that savors of the particular and accidental must be taken away, and 
it must be given its full truth as a necessary, purely human utterance 
of feeling.” 

Only in tone-speech can this fully realized utterance of feeling be 
made. Modern speech, alike in prose and in the modern form of 
verse, in which “Stabreim,” or the root alliteration by which words 
were once fused with melody, has given place to end-rhyme (“flutter- 
ing at the loose ends of the ribands of melody’), is no longer able te 
speak to the feeling, but only to the understanding, and this through 
a convention by which we “dominate our feelings that we may demon- 
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strate to the understanding an aim of the understanding.” Speech, 
therefore, has shrunk to “absolute intellectual speech,” as music has 
shrunk to “absolute tone-speech.” The poet can thus only adequately 
realize his “strengthened moments of action” by a speech proportion- 
ately raised above its habitual methods of expression. Tone-speech 
is this “new, redeeming, and realizing tongue”; tone-speech not sepa- 
rately made, an emotional expression ungoverned by this aim (as we 
see it in modern opera), but tone-speech which is the fullest expression 
of this aim, and thus “the expression of the most deeply roused human 
feelings, according to their highest power of self-expression.” 

Wagner now passes, in the third part, to a consideration of “The 
Arts of Poetry and Tone in the Drama of the Future.” He begins 
by pointing out in minute detail, through the physiology of speech 
(the actual making of speech by breath), that it is only from a 
heightening of ordinary speech, and not from the recognized prosody 
of verse, that we can hope to find the means of ultimate expression; 
and that, our language having lost all direct means of emotional 
appeal, we must go back to its very roots before we can fit it to com- 
bine with that tone-speech which does possess such an appeal. He 
shows that the metre of Greek choriec verse can only properly be 
understood by taking into account its musical accompaniment, by 
which a long-held note could be justified to the ear. That these 
lyrics were written to fixed tunes, tunes probably fixed by dance 
movements, is evident from the great elaboration of a rhythm which 
could never have.arisen directly out of the substance of poems so 
largely grave and philosophic. The oldest lyric arises out of tone and 
melody, in which human emotion at first, uttered itself in the mere 
breathing of the vowels, then through the individualization of the 
vowels by consonants. In a word-root we have not only the appeal 
to thought of that root’s meaning, but also the sensuous appeal of 
the open sound which is its “sensuous body” and primal substance. 
Tone, with its appeal to feeling, begins by passing into the word, 
with its appeal to the understanding; the final return is that of the 
word, through harmony, to that tone-speech in which the understand- 
ing is reached through the feeling, and both are satisfied. 

Primitive melodies rarely modulate from one key into another; 
and, if we wish to address the feeling intelligibly through tone alone, 
we must return to this simplicity of key. This Beethoven did in 
the melody to which he set Schiller’s verse in the Ninth Symphony; 
but if we compare this, in its original form, with the broad melodic 
structure of the musical setting of the line, “Seid umschlungen, 
Millionen!” we shall see the whole difference between a melody which 
is made separately and, so to speak, laid upon the verse, and a melody 
which grows directly out of the verse itself. It is the poetic aim 
which causes and justifies modulation, for by it the change and grada- 
tion of emotion can be rendered intelligible to the feeling. Har- 
mony is “the bearing element which takes up the poetic aim solely 
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as a begetting seed, to shape it into finished semblance by the 
prescripts of its own, its womanly organism.” Modern music has 
taken harmony as sufficient in itself, and by so doing has but “worked 
bewilderingly and benumbingly upon the feeling.” The tone-poet 
must, instead, add to a melody, conditioned by its speaking verse, the 
ieriaony implicitly contained therein. Now “harmony is in itself 
a thing of thought; to the senses it becomes first actually discernible 
as polyphony, or, to define it still more closely, as polyphonic sym- 
phony.” This, for the purposes of the drama, cannot be supplied 
by vocal symphony, because each voice, in a perfectly proportioned | 
action, can but be the expression of an individual character, present 
on the stage for his own ends, and not as a mere vocal support for 
others. “Only in the full tide of lyric outpour, when all the charac- 
ters and their surroundings have been strictly led up to a joint ex- 
pression of feeling, is there offered to the tone-poet a polyphonic mass 
of voices to which he may make over the declaration of his harmony. pe 
Only by the orchestra can it find expression, for the orchestra is “the 
realized thought” of harmony. 

The timbre of the human voice can never absolutely blend with 
that of any instrument; it is the duty of the orchestra to subordi- 
nate itself to, and support, the vocal melody, never actually mingling 
with it. The orchestra possesses a distinct faculty of speech, “the 
faculty of uttering the unspeakable,” or rather that which, to our 
intellect, is the unspeakable. This faculty it possesses in common 
with gesture, which expresses something that cannot be expressed in 
words. The orchestra expresses to the ear what gesture expresses 
to the eye, and both combined carry on or lead up to what the 
verse-melody expresses in words. It is able to transform thought 
(“the bond between an absent and a present emotion”) into an actu- 
ally present emotion. “Music cannot think, but she can materialize 
thoughts. A musical motive can produce a definite impression on the 
feeling, inciting it to a function akin to thought, only when the 
emotion uttered in that motive has been definitely conditioned by a 
definite object and proclaimed by a definite individual before our very 
eyes.” The orchestra, then, can express foreboding or remembrance, 
and it can do this with perfect clearness and direct appeal to the 
emotions by the recurrence of a musical motive which we have already 
associated with a definite emction, or whose significance is inter- 
preted to us by a definite gesture. What has been called tone-painting 
in instrumental music is an attempt to do this by the suggestion of 
tones, or with the aid of a written programme; in either case by a 
“chilling” appeal to mere fancy in place of feeling. “The life-giving 
focus of dramatic expression is the verse-melody of the performer; 
towards it the absolute orchestral melody leads on, as a foreboding; 
from it is led the instrumental-motive’s ‘thought,’ as a remem- 
brance.” In order to arrive at perfect unity of form and content 
there must be something more than a mere juxtaposition of poetic 
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and musical expression, or the musician will have roused a feeling in 
vain, and the poet wil] have failed to fix this feeling incompletely 
roused. Unity can be secured only when the expression fully renders 
the content, and renders it unceasingly; and this can be done only 
when the poet’s aim and the musician’s expression are so blended that 
neither can be distinguished from the other, “the chief motives of 
the dramatic action having become distinguishable melodic moments 
which fully materialize their content, being moulded into a con- 
tinuous” texture, binding the whole art-work together, and, in the 
final result, the orchestra so completely “guiding our whole attention 
away from itself as a means of expression, and directing it to the 
object expressed,” that, in a sense, it shall not “be heard at all.” 
Thus, at its height of realized achievement, “art conceals art.” 


A BRIEF GUIDE TO THE CLASSICS FOR PIANO, VIOLIN, 
VIOLONCELLO, FLUTE, AND PIPE ORGAN. 


D. ALARD. 
ELPHIN ALARD was one of the great French teachers 
D of the violin, and a writer of valuable studies for the 
instrument; and it is in these capacities that he is now 
chiefly remembered, though he was also a noted virtuoso, 
and composed much music of a brilliant character. He was born 
at Bayonne in 1815, and was a pupil of Habeneck at the Paris Con- 
servatoire. He succeeded Baillot as professor of the violin there 
in 1848, and taught till 1875. Among his most famous pupils was 
Sarasate. He died in 1888. 


J. 8. BACH. 

' Johann Sebastian Bach, one of the greatest of all musicians, was 
a member of a very large family for several generations renowned 
through their pre-eminence in music. During his life he held several 
posts as Kapellmeister or musical director, the most important of 
which was that in Leipzig, from 1723 to his death, when he was 
musical director of the University and Cantor of the St. Thomas 
School. He wrote music for orchestra, chorus, organ, clavichord, and 
harpsichord which has been the wonder of the modern world. since 
appreciation of his greatness was revived by Mendelssohn and his con- 
temporaries eighty years ago. His works for clavichord and harp- 
sichord have a very important place and are among the most prized 
of all music for those instruments and their modern successor, the 
‘pianoforte. Of these the most famous is the collection of forty- 
eight preludes and fugues, in two books, called “The Well-tempered 
Clavichord.” These show not only his supreme mastery of the con- 
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trapuntal style, in which he was greatest, but also the inexhaustible 
musical inspiration, poetical feeling, and romantic impulse that his 
genius possessed. 

A “well-tempered clavichord” means one that is tuned in the modern 
system of equal temperament, by which pieces can be played in all 
the different keys, while in the old unequal temperament the more 
remote keys were so out of tune as to be impossible. Bach favored 
the adoption of the equal temperament; and the “well-tempered clavi- 
chord,” in which all the major and minor keys are used, each succeed- 
ing prelude and fugue being in a key a semitone higher than the 
preceding one, of course required this system of tuning. 

The clavichord was a small keyed instrument of exceedingly deli- 
eate tone, in which the strings were struck by brass tangents, fixed 
at right angles on the farther end of the key-levers. The tangent 
remained pressed against the string as long as the key was held 
down, and an effect of “vibrato” (called “bebung”’) was obtainable, ° 
quite unknown to the modern pianoforte. The clavichord was Bach’s 
favorite instrument at home, and he preferred it to the harpsichord 
or spinet, the more common instruments of the class in the eighteenth 
century. 

“Inventions” is a term used by Bach alone as referring to musical 
compositions. It may be’ taken to mean about the same as “im- 
promptus.” The inventions he intended fer students of the clavi- 
chord, as he stated on the title page of the first edition (1723), but 
not merely as technical exercises. They are to serve especially, he 
says, to cultivate a cantabile style of playing; also to stimulate the 
taste for extemporizing and composition. They have lost not a jot of 
their value to-day as technical exercises, and behind their formal - 
outlines there is an inexhaustible store of poetical ideas. 

Bach’s “English suites” are said to have been composed for some 
distinguished English amateur, whence their title. The general form 
of the suite as a succession of dance tunes he kept, without attempt- 
ing any development of his own. The four principal divisions were 
the Allemande, Courante, Sarabande, and Gigue. Before the Gigue 
often came a Bourrée, Minuet, Passepied, or Gavotte, as a kind of 
intermezzo. There is a prelude for each of the suites, and the 
successive movements are not only highly developed in form, but 
have a rich harmony and deep musical content. “Such magnifi- 
cently broad Sarabandes, such daringly wild Gigues, Bach never 
again wrote,” says Spitta. 

The “French suites,” probably so called without Bach’s knowledge, 
are shorter and less broadly developed than Bach’s other suites, and 
the movements correspond more closely to the original types of the 
dance forms. If they are French in character it is only in their grace- 
ful and amiable spirit. They follow in the main the general Suite- 
form, Allemande, Courante, Sarabande, Gigue, with various kinds 
of interludes inserted before the Gigue, and they are without preludes. 
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The Italian concerto, being for one piano, without accompaniment, 
ean scarcely be called a concerto in strictness. But Bach had made 
his concertos more and more a matter for the soloist and pushed the 
accompaniment in the background; in this one the accompaniment dis- 
appeared entirely. The form of the concerto was originally devised 
for the violin by the Italian masters. In this piece the violin char- 
acter most clearly appears in the andante, with its richly ornamented 
‘ melody; and it is specially with reference to this that the appellation 
“Ttalian” was applied to the concerto. This was the “Italian taste” 
mentioned in Bach’s title to the work. 

Bach’s solo sonatas for the viclin—or rather sonatas and suites, 
for he wrote three of each—are unique of their kind. They had no 
precursors, and have had no successors that are worthy of the name. 
In these works for violin without accompaniment he finds expression 
for the same sort of grandeur and polyphonic fulness as in his music 
for the organ and clavier. He makes the violin speak in many 
voices. By extending the use of double-stopping and the skilful 
employment of the open strings, he attains an almost incredible ful- 
ness of tone. In the contrapuntal passages the voices enter and re- 
enter with almost the same freedom and independence as in an organ 
fugue. The movements of the suites are in the character of the 
old dance forms of the eighteenth-century suites. The sonatas are 
distinguished from them in not being composed of dance movements; 
but they are essentially different in form from the modern sonata. 

The Ciaccona of the suite in D minor is one of the most famous of 
Bach’s compositions, a gigantic piece that tests the highest powers 
of the greatest artists. A ciaceona was a slow dance form in triple 
time, on a short theme continually repeated in new aspects and en- 
riched with contrapuntal and other ornament. This one is built on 
five themes that appear in such elaborate figuration and polyphonic 
complications that they are often not discernible except upon close 
study. 


L. VAN BEETHOVEN. 

Beethoven, the greatest of all modern rausicians, he who ushered in 
the new world of musical thought at the beginning of the nineteenth 
century, died at Vienna, where he had lived and worked for all the 
mature years of his life. Beethoven was in his earlier years a pianist 
by profession; it was as a pianist that his first reputation was made, 
and for a considerable time after he had shown his power as a com- 
poser, he was regarded by his fellow-townsmen as chiefly a pianist. 
Hence it is natural that some of his greatest and most influential 
work was written for the piano. He wrote nothing more important 
for his instrument than the five concertos. The first two were com- 
posed at not a long distance apart (the one now called the second, in 
B flat, was really composed first) in 1795 and 1798. The one in C, 
Beethoven played at his first public appearance in Vienna in 1795. It 
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is related that he wrote it down only a few hours before he had to 
appear; and that at the rehearsal, the piano being half a tone too flat, 
he transposed it to C sharp. The third concerto, in C minor, was com- 
posed in 1800, and shows an advance in style such as would be expected 
in a work contemporaneous with the septet, the first symphony, the 
string quartettes, Op. 18. This Beethoven also played publicly for 
the first time in 1803. In the fourth concerto, G major, composed in 
1806, and the fifth, in E flat, composed in 1809, we enter upon a differ- 
ent phase of Beethoven’s work, the so-called “second period,” his mature 
period, “a time of extraordinary greatness, full of. individuality, char- 
acter, and humor, but still more full of power and mastery and preg- 
nant strong sense.” 

Beethoven’s sonatas must rank with his concertos in the importance 
of their part in his artistic development. He devoted much atten- 
tion to this form of art; the thirty-two sonatas of his “master period” 
extend from 1796 to 1822, and they show the whole development 
of his three styles. 

Beethoven’s ten sonatas for violin and piano are among his best 
beloved and most popular works. With few exceptions, as the sonata 
dedicated to Rudolph Kreutzer, they are not manifestations of the 
profoundest depths of Beethoven’s musical nature; but they show 
all his skill and unerring sense of form and line, and are some of 
the loveliest and most spontaneous outpourings of his creative faculty. 
Most of them belong to what the biographers have agreed to call 
his “first period”: the period when the influence of Haydn and 
Mozart was still strongly felt in his work. The first eight of them 
were composed between the years 1798 and 1802. The adagios fre- 
quently show Beethoven’s most fervid and uplifted style, the scherzos 
are graceful, the first movements and rondos spirited and brilliant. 
The “Kreutzer” sonata, Op. 47, composed in 1803, first shows the 
influence of the “second” style that is more characteristic of Bee- 
thoven’s most individual work: a greater passion, a greater eloquence 
are manifested in it, as in the other works of the same period com- 
posed about the same time—the “Waldstein” piano sonata, the 
“FEroica” symphony, the “Appassionata” piano sonata, “Fidelio.” The 
last sonata dates from 1810; and is far from the tragic and lofty 
spirit that marks the “Egmont” music, the quartette, Op. 95, the 
great B flat trio that originated at about the same period. It is full 
of grace and charm, elusive yet unmistakable. 


W. 8. BENNETT. 

Sir William Sterndale Bennett was, until the, new light of Elgar 
came, the most brilliant contribution by England to the art of music 
since Purcell. He was a pupil and friend of Mendelssohn and Schu- 
mann, and the Mendelssohn influence is marked in his music. He 
attained great prominence in English musical affairs and died in 
1873. His piano pieces are wonderfully polished, clear, and suave, 
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and Schumann found in them beauty of form, poetic depth, clearness, 
and ideal purity as in Mendelssohn’s. 


H. BERTINI. 

Bertini was noted as a pedagogue, a composer, and a pianist of the 
Clementi school as extended by Cramer and Hummel. He lived at 
a period when flashy virtuosity was in vogue—the sort of thing that 
Schumann founded his “Neue Zeitschrift” to combat and overcome. 
Yet Bertini was inalterably opposed to it, and both as a pianist and 
composer exemplified the highest ideals. His technical studies are 
still highly regarded and much used by judicious teachers. 


GEO. BIZET. 

Georges Bizet died just three months after the production of his 
masterpiece, “Carmen,” which proved him to be a true genius of 
original power. As a pupil of the Conservatoire he gained the Roman 
prize. His compositions were not appreciated at their full worth 
during his life, because of their individuality, and it is only since 
his death that his true value has been understood. The most im- 
portant of his productions, before “Carmen,” was the incidental 
music that he wrote for Alphonse Daudet’s play of “L’arlésienne”— 
“The Woman of Arles,’—which was produced in 1872, as an attempt 
to revive the melodrama, or spoken drama to the accompaniment 
of illustrative music. The piece was at that time a failure, how- 
ever; whereupon Bizet arranged four of the numbers as a suite for 
concert performance by orchestra. The second suite of four numbers 
was afterwards arranged by Ernest Guiraud. There were originally 
twenty-four numbers in all. The prelude of the first suite is based 
on an old Provencal Christmas song. The farandole is a wild dance 
native to the south of France. 


TH. BOHM. 

The name of Theobald Bohm is inseparably connected with the 
modern development of the flute and of other wood-wind instru- 
ments. He entirely changed their construction, fixing the position 
and size of the holes with reference not solely to convenience in fin- 
gering, but also to purity and fulness of tone, and prompt and 
accurate “speaking”; also facilitating performance in keys previously 
difficult. He was born in Munich in 1794, and died there in 1881. He 
was court musician in the royal orchestra, and composed many bril- 
liant pieces for the flute and also invaluable études. 

JOH. BRAHMS. 

The first set of his Hungarian dances was published in 1869, and 
immediately attained an enormous popularity. But there was also a 
protest raised by some who accused Brahms of appropriating the 
melodies of others and enriching himself at their expense; for all 
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these Hungarian dances are based on dances by Hungarian com- 
posers, or are paraphrases of them. Brahms did not reply to the 
charge, but his publisher refuted it, though it was sufficiently refuted 
already by the fact that the title page bore the words “arranged by 
Johannes Brahms.” The composers have all been identified and their 
names, most of them little known, published. The second set of 
Hungarian dances was published in 1880. The popularity of them has 
resulted in the publication of all sorts of arrangements. 

Brahms’ four symphonies are among the greatest monuments of 
modern art. In an age that is seeking new ideals and new means 
of expression, Brahms held fast to the old principles, and showed 
that in the forms outlined by Haydn and Mozart and so vastly ex- 
tended by Beethoven there was still room for the highest individuality, 
and all the aspirations of modern art to express themselves. His 
first symphony was not published till 1877, when he was forty-four 
years old and had produced numerous works of chamber music. It 
was immediately hailed as one of the most important productions of 
the period, and Von Biilow dubbed \it the “Tenth Symphony,” in evi- 
dent connection with the nine of Beethoven. The other three followed ' 
the first at shorter intervals, and each was recognized at its appear- 
ance as a work of monumental beauty, profundity, and impressive- 
ness. In all of them the outlines of the classical form are preserved, 
except in the fourth, of which the last movement is a passacaglia—an 
old dance form consisting of variations on a short “ground bass.” 


M. BRUOH. 

Max Bruch has gained eminence as a composer by a few works, most 
important of which is the violin concerto, Op. 26, which he composed 
in his twenty-seventh year. It at once gained the high esteem of 
both performers and the public, and has been one of the most 
popular works in the violinist’s repertory ever since. Bruch was born 
in Cologne in 1838, and has occupied a number of posts as conductor 
and teacher. His greatest successes have been made in this violin 
concerto; to a less degree in the second concerto (D minor) and other 
violin works, and in his epic chora] works with orchestra. 


CECILE CHAMINADE. 

Cécile Louise Stéphanie Chaminade is one of the few recognized 
and distinguished women composers. She showed great musical pre- 
cocity as a child, both as a pianist and as a composer. Ambroise 
Thomas said of her: “This is not a woman who composes, but a 
composer who is a woman.” She has written several works in the 
larger forms, a ballet symphony, “Callirhoé”; a lyric symphony, “Les 
amazones”; a comic opera, “La sévillane”; but her. reputation rests 
chiefly on her piano works, which are numerous and popular. They 
are marked by insinuating melody and sparkling rhythms and a dainty 
expressiveness that has always exercised a captivating effect. Her 
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songs, too, with a wealth of melodic charm, have also been widely 
popular. 


FR. CHOPIN. 

Most of Chopin’s best and ripest work was achieved after his settle- 
ment in Paris, where he lived from 1831, when he was twenty-one 
years old, till his death. It was always influenced to a greater or less 
degree by his strong feeling of Polish nationalism, although indi- 
vidual characteristics of his genius and the potent influence of the 
romantic school are compelling factors in his music. It is, at any 
rate, sui generis, and has retained its vitality more than any other 
music of its immediate period. In.1829 he first came prominently 
before the great public, when he made a trip through Europe, win- 
ning admiration for the beauty and delicacy of his playing. In Paris 
he became one of the most noted personages of the time, and was in 
great demand as virtuoso and teacher. 

One of his pupils was Karl Mikuli, a Pole, who settled in Paris 
in 1844; and the years of study he had under the master made him an 
authority on his methods and style of playing his own compositions. 
His edition of Chopin’s works are therefore of exceptional value to 
students and players. 


M. CLEMENTI. 

The name of Muzio Clementi is one of the landmarks in the history 
of piano-playing. He was one of the principal influences in intro- 
ducing a modern style of the art. He was a great performer and 
teacher, and also a composer of charm, according to the spirit of his 
time. The enduring esteem in which his chief work, the “Gradus ad 
Parnassum,” is held by the greatest players and teachers of modern 
times, shows how essentially correct and how firmly based on funda- 
mentals was his method of playing and teaching. He was born in 
Rome in 1752, and brought up as a musician. His early compositions 
were well received, and as a virtuoso he made successful tours. His 
artistic career was interrupted and finally arrested by his success as 
a piano manufacturer and music publisher in London. 

The “Gradus,” published in 1817, is a series of one hundred superb 
studies. These are of the most varied description, and were evidently 
not arranged systematically by the composer. Modern pedagogues 
have felt the impossibility of using them in the order in which 
Clementi placed them. Max Vogrich has performed the very im- 
portant service of classifying and rearranging them according to their 
practical formative, and intellectual content. 


A. CORELLI. 

That he was the greatest virtuoso of his time was the contemporary 
verdict upon Arcangelo Corelli as a player. He was one of the found- 
ers of the art of the violin, both in technical performance and in 
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composition for it. He was born near Bologna, Italy, in 1653, and 
died in Rome in 1713. He visited Paris and Germany and was 
attached to the court in Munich; but the later years of his life he 
spent in Rome as one of the most famous musicians of his time. His 
compositions survive as among the noblest and most beautiful pro- 
ductions of the pre-classical period, and many distinguished pupils 
handed down the principles of his art as a violinist. 


J. B. CRAMER. 

Johann Baptist Cramer, one of the founders of the modern piano- 
forte style, was a pupil of Clementi, whose methods he adopted and 
handed on. He was born at Mannheim in 1771, but lived most of 
his life in London, where he died in 1858. Like his master Clementi, 
his artistic career was interrupted and finally broken off by his suc- 
cess in business, as a music publisher. Cramer’s fame is chiefly pre- 
served by his piano studies, which formed a part of his great “Method” 
for the instrument. These studies are still among the most valuable 
material for training in piano-playing and are constantly used by the 
best masters, 


C. OZERNY. 

Carl Czerny’s name is still one with which to conjure success in 
the mastery of piano technique. His enduring monument, in a 
vast mass of more than one thousand musical compositions, is his 
series of studies for technical training. Their value and surpassing 
merit have been gratefully acknowledged for almost a hundred years. 
Ozerny was born in Vienna in 1791, and died there in 1857. He had 
lessons of Beethoven, of whom he was a favorite, and remained the 
friend. He soon gave up his career as a public pianist and devoted 
himself to teaching. His style was based on that of Clementi, and 
he also learned from Hummel. He trained many distinguished 
pupils, among them Liszt and Thalberg. 


0. DE BERIOT. 

Charles Auguste de Bériot was one of the first of modern violin 
virtuosos, who brought about the change from the classical severity of 
the older French school to meet the newer spirit of the age that found 
expression in the virtuoso’s achievements in music. He was born in 
Belgium in 1802, and from his first appearances in Paris as an artist 
exercised an indescribable charm by the brilliancy, grace, and 
piquancy of his playing. He became speedily one of the greatest 
virtuosos of the day. He married Mme. Malibran, the great singer, 
but their union was severed by her death a few months later. In 
1843 he became professor of violin at the newly founded Brussels 
Conservatory, retiring in 1852. He died in 1870. He composed much 
for his instrument; in his earlier years, facile and brilliant “airs 
yariés”; later more serious concertos (seven in number), and some 
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chamber music; as well as a remarkable “Beole transcendentale” for 
the violin. 


F. DAVID. 

Ferdinand David exercised a great and lasting influence on the 
art of the violin by his teaching at the Conservatory in Leipzig from 
1843 to the time of his death in 1878, and as concertmaster of the 
Gewandhaus from 1836. He was born in 1810 in Hamburg, and was a 
pupil of Spohr and Hauptmann. He developed the technique of the 
violin along lines of his own, and had a great influence on musical 
taste by first playing Bach’s solo violin sonatas and suites and Bee- 
thoven’s last quartettes. His own compositions are sound and digni- 
fied, if not inspired music. 


A. DIABELLI. 

Antonio Diabelli’s fame rests partly on having supplied Beethoven 
with a theme for a noted set of pianoforte variations. But among 
his own compositions are a number that are valued by teachers for 
their melodious charm and their availability for teaching. Diabelli 
was born near Salzburg in 1781, and died in Vienna in 1858. Like 
Clementi and Cramer, he stopped his career as a musician to become 
a music publisher. In Vienna he published much of Schubert’s work. 


J. J. F. DOTZAUER. 

Justus Johann Friedrich Dotzauer exercised an important influ- 
ence on the art of playing the violoncello through his invaluable 
studies, which remain an indispensable part of every ’cello player’s 
equipment. He was born near Hildburghausen, Germany, in 1783; 
played in the Meiningen Court orchestra in Leipzig, and for many 
years in Dresden. After more than forty years in that city he was 
pensioned, and died in 1860. He had a number of famous ’cellists 
as his pupils, and composed an opera and many other works in the 
larger forms, especially ’cello concertos. 


TH. DUBOIS. 

Famous both as composer and organist, Théodore Dubois, one of 
the most distinguished of French musicians, was born at Rosnay, 
France, in 1837. In the Conservatoire at Paris he won the Roman 
prize. On his return he became chapel master at Sainte Clotilde, and 
then succeeded Saint-Saéns as organist at the Madeleine; he was 
professor at the Conservatoire, and from 1896 to 1905 its director. 
He is a very fertile composer, and has produced half a dozen operas, 
several symphonies, and symphonic works, cantatas, and oratorios 
(one of the best known being his “Paradise Lost?’?), and many pieces 
for piano and organ, as well as songs. 


J. L. DUSSEK. 
Johann Ladislaw Dussek was one of the fathers of modern piano 
technique and contributed in important points to its development, 
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He was a Bohemian and born in 1761. He became organist and 
finally a virtuoso pianist (under the advice of C. P. E. Bach), travel- 
ling in many parts of Europe. Dussek’s playing was praised for its 
fine cantabile style, which he was one of the first to cultivate. He 
spent a dozen years in England, and the last four years of his life 
in Paris, where he was greatly honored and where he outshone the 
virtuosos, Steibelt and Wolfl. He died near Paris in 1812, after a 
singularly fortunate career. 


H. W. ERNST. 

Heinrich Wilhelm Ernst was one of the most famous violinists of 
the nineteenth century. Born in Moravia in 1814, he studied at the 
Vienna Conservatory, and later under Mayseder; and at the age of 
sixteen appeared as a public performer. Fascinated by Paganini, then 
at the height of his fame, Ernst followed him from town to town, 
endeavoring to master the secrets of his power. He won a great name 
all through Europe, and died at Nice in 1865. As a composer he 
produced pieces that have long been favorites with violinists, mostly 
on the order of virtuoso displays pieces, especially his F sharp minor 
concerto. 


J. FIELD. 

Without Field’s nocturnes there would not have been—at least, in 
the form in which they exist—Chopin’s. Not only the name, but 
also the whole style and matter of these pieces were strikingly new 
and original, freed as they were from the trammels of a set form. 
Field was an Irishman, born in Dublin in 1782. His family was 
musical, and he was brought up under severe musical discipline. As 
a pupil of Clementi he was trained in the best methods and had great 
success. Going to St. Petersburg in 1804, he became the fashionable 
teacher and virtuoso, which success he duplicated in Moscow. In that 
city he died in 1837. 


F. FIORILLO. 

Noted as a violinist and the son of a noted violinist, Federigo 
Fiorillo was born in 1753 in Brunswick, Germany, where his father, 
an Italian by birth, was conductor. He played as a soloist in various 
cities, and in London for some years was viola player in Salomon’s 
famous quartette. The date of his death is uncertain, but was later 
than 1823. He composed much music, but the best known of his 
works, and his title to a share of immortality, are the “36 Caprices,” 
studies for the violin, which have become indispensable to every well- 
trained player. 


N. W. GADE. 
Niels W. Gade was one of the founders of the Scandinavian na- 
tional school of musical composition, which has been carried to a 
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more characteristic and pungent form of expression by his successor, 
Grieg. He was born in Copenhagen in 1817, and died there in 1890. 


His first successful work, the overture “Nachklange von Ossian,” . 


in 1840 attracted wide-spread attention, and he came under the influ- 
ence of Mendelssohn and Schumann in Leipzig, where he succeeded 
the former as conductor of the Gewandhaus concerts. Returning to 
Copenhagen, however, in 1848, he remained there the rest of his life. 
There he was active as conductor and composer, wielding a beneficent 
influence. His symphonies and overtures, his cantatas and his cham- 
ber music have a lasting place in the productions of the modern 
romantic school. 


B. GODARD. 

Benjamin Godard was a characteristic representative of the modern 
French grace and charm in melody and rhythm, in salon music of the 
highest type. He was largely concerned: with music of a larger scale; 
with operas, symphonies, and chamber music, some of which was very 
successful in Paris and Brussels. Outside of those cities, however, he 
is chiefly known by his delightful piano pieces, of which he wrote 
many. He was a thorough Parisian, born in the French capital in 
1849, educated there at the Conservatoire, active there in composition 
and in the production of his works. He died at Cannes in 1895. 


E. GRIEG. 

Edvard Grieg’s place in the development of nationalism in music is 
a highly important one; while the wonderful musical richness of his 
work, its melodic beauty, its harmonic originality and effectiveness, its 
fascinating rhythmic qualities, have made him one of the most popular 
and deeply beloved of all modern composers. He was born in Bergen, 
Norway, in 1848. Studying at Leipzig he found the prevailing influ- 
ences there dry and unsympathetic. In 1863 he studied with Gade and 
came under Hartmann’s influence, and then he was profoundly stirred 
by his intercourse with Rikard Nordraak, a young Norwegian com- 
poser, with whom he entered on a crusade “against. the effeminate 
Mendelssohnian-Gade Scandinavianism, turning with enthusiasm into 
the well-defined path along which the Northern school is now travel- 
ling.” The results of this are evident in his piano pieces, in which 
the boisterousness, the gloom ‘and melancholy, the tenderness and wist- 
fulness of the Scandinavian people are mirrored. He has used many 
native idioms, without refining away their characteristic tang and 
even occasional harshness, and his work deserves a place beside 
Chopin’s, Liszt’s, Dvorak’s, as being thoroughly representative of the 
spirit of a nation and its song. 

“FHolberg’s time” was from 1684 to 1754. That is to say, it was 
the period in musical history before the development of the sonata, 
when the suite was the most generally acepted form of instrumental 
composition. The suite was a succession of idealized dance forms, 
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and the sarabande, gavotte, and rigaudon are such dances. Grieg 
has preserved their formal aspect, while putting much of his own 
individuality into their musical content. 


E. HABERBIER. 

Ernst Haberbier was a cosmopolitan musician, chiefly known in 
his time as a pianist, though he has left an enduring record as a 
composer in his “Etudes-poésies,” which alone of his works survive. 
He was born in Konigsberg on October 5, 1813, and met with suc- 
cess as a pianist in St. Petersburg, London, and Paris, where he 
created a sensation. In 1866 he settled in Bergen, Norway, as a 
teacher, and there he died while playing at a concert, in 1869. His 
“Eitudes-poésies” are a set of twenty-four picturesque and character- 
istic pieces, highly romantic in their style and representing vividly 
bits of scenery, of picturesque fancy, end mood painting. 


G. F. HANDEL. 

Handel composed his harpsichord pieces at the height of his fame 
in London, between 1720 and 1735, where they were very popular. He 
had a varied career in his youth, as organist, violinist, and conductor 
in various parts of Germany. In 1706 he visited Italy and made a 
furore with several operas, on his return becoming Kapellmeister to 
the elector of Hanover. His visits to England were so successful that 
in 1712 he made his stay permanent. His popularity became very 
great in London, where he brought out a number of Italian operas, 
in great rivalry with Bononcini and others, but finally failed; and 
in 1741 turned to oratorio composition, with which he occupied him- 
self exclusively to the end of his life. He wrote numerous works for 
orchestra and organ besides those already mentioned, and his influ- 
ence upon English music was so overpowering as almost to exclude all 
original development there until very recent years. 


. M. HAUPTMANN. 


Moritz Hauptmann, born at Dresden in 1792, died at Leipzig in 
1868. He made his chief reputation as a learned theorist, a master of 
counterpoint and classic form; and as a teacher of those and allied 
subjects in the Leipzig Conservatory. There he was professor from 
1842 till his death. He published many important theoretical works, 
which are the basis of much of the modern doctrine of musical 
structure; but he was also a finished and accomplished composer. He 
wrote an opera, choral music, and many chamber works which are 
highly esteemed. 


J. HAYDN. 

Josef Haydn’s work was to effect the transition from the old form 
of instrumental music, the suite, to the modern sonata form, as it is 
employed in the symphony, the string quartette, and the solo sonata 
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He was a pioneer of originality and power in his gradual perfection 
of the elements of outline and design that have been confirmed and 
developed by the great masters that followed him. His early years 
were embittered by poverty. He finally was appointed by Prince 
Esterh4zy Kapellmeister of his orchestra at his country place at 
Eisenstadt. Here for many years he had leisure and the disposition 
of an orchestra for working out the development of form ard instru- 
mental style in which he was interested. His visits to England in 
1791 and 1794 brought him increased fame and affluence, and his last 
years were loaded with honors. 


S. HELLER. 

Stephen Heller as pianist, teacher, and composer, was prominent 
for fifty years in Paris, where he lived from 1838 to 1888. He was 
a Hungarian. He wrote voluminously for the piano alone; his music 
is distinguished for its elegance and refinement, varied and forceful 
rhythms, exquisite melody, and for a poetic sentiment to which his 
distinctive titles in many cases give the key. He wrote several 
hundred pieces, comprised in more than one hundred and fifty opus 
numbers. Besides his characteristic pieces he wrote many admirable 
études, in the higher and more musical sense, for the development 
more of taste and expression than of technique. 


A. HENSELT. 

Adolphe Henselt was one of the most accomplished pianists of his 
day. He was born in Bavaria in 1814, and died in Silesia in 1889. 
He studied with Hummel, and aroused great enthusiasm by his early 
public performances in 1837. In 1838 he received royal appoint- 
ments at St. Petersburg, where he spent many years of his life. He 
seldom appeared in public, owing to great nervousness; but he was 
hailed by Schumann as one of the greatest players. His music is 
noted for its lyric grace and charm and also for many characteristic 
and beautiful pianistic effects produeed in it. 


J. N. HUMMEL. 

Johann Neopomuk Hummel was born in Pressburg, Hungary, in 
1778 and died in Weimar in 1837. He attracted the interest of 
Mozart in his early years, and profited by his instruction in piano- 
playing, becoming one of the most distinguished virtuosos of the 
day, at one time regarded as the equal of Beethoven. His composi- 
tions have taken their place as among the lesser classics of this period. 
They are brilliant in their treatment of the piano, and carefully 
wrought in respect of workmanship. 


A. JENSEN. 

The talent of Adolf Jensen made him one of the most subtly deli- 
cate and refined lyric composers of the middle of the last centuty. 
Born at Konigsberg in 1837, he died at Baden-Baden in 1879, Poy- 
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erty hindered his early advancement. He eked out a living by 
teaching and in the minor post of a conductor in small cities. His 
genius found fullest expression in his songs. His piano pieces have a 


buoyant and poetic felicity, graceful in fancy, and finely chiselled in 
execution. 


H. KJERULF. 

Halfdan Kjerulf was among the earlier of the Scandinavian com: 
posers to feel the influence of the folk-songs of his native land. He 
was hampered in the musical ambitions of his early life. Born at 
Christiania in 1818, he first studied theology; not till he was twenty- 
two was he free to devote himself to music, and not till he was 
thirty-two could he take regular instruction (in Leipzig, from 
Richter). He lived very quietly in his native Norway, devoting him- 
self chiefly to songs and piano pieces, expressing the poetical thought 
and feeling of his own country. He died in 1868, looked up to by 
Grieg and other Scandinavians as a sort of patriarch of their art. 


R. KREUTZER. 

Rodolphe Kreutzer has tasted of immortality as the one to whom 
Beethoven dedicated one of his greatest violin sonatas, and by whose 
name it is universally known. To all violinists his fame is ever 
renewed through his “Etudes” or caprices, an indispensable part of the 
study of every performer on the violin. All the rest of Kreutzer’s 
many works are forgotten; but these études preserve his memory as a 
great master. He was an industrious composer; he early showed 
talent as a musician and attained prominence in Paris as player, com- 
poser, and teacher in the Conservatoire. 


F, KUHLAU. 

Friedrich Kuhlau is now chiefly remembered by his sonatas and 
sonatinas for two and four hands upon the piano, though in his day 
he was a noted operatic and chamber music composer. He was a 
German, born in Hanover in 1786; but he spent much of his life in 
Copenhagen, and died there in 1832. He was a player of the flute 
_ by profession, and wrote many pieces also for that instrument. 


TH. KULLAK. 

Theodor Kullak was a pianist and pedagogue of exceptional attain- 
ments, Born in Posen in 1818, he showed precocious talent, but was 
made to study medicine at first. In 1842 he studied with Czerny 
and others in Vienna, but settled in Berlin, where he founded and 
conducted a famous music school. His instructive works for piano 
are classics in their way, and his “School of octave-playing” has never 
been surpassed. He trained many distinguished artists. 


F. LAUB. 
Ferdinand Laub was one of the great nineteenth-century violin 
yirtuosos, He was born in Prague in 1832, and died in the Tyro} 
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in 1875. He studied at the Prague Conservatory and appeared in 
concerts at the age of eleven. He thereafter played in many places 
throughout Germany,-and in 1853 succeeded Joachim as concert- 
master in Weimar. In 1855 he went to Berlin as teacher and player, 
and there formed a string quartette that became one of the most 
famous ones of the time. He made many brilliant tours as a virtuoso, 
and in 1866 was appointed violin professor at the Moscow Conserva- 
tory. Failing health caused his retirement some years before his 
death. 


J. M. LECLAIR. ; 

Jean Marie Leclair was one of the founders of the classical French 
school of violinists. His style and methcds were derived from Co- 
relli. He was born at Lyons in 1697, and began his career as a4 
ballet dancer at Rouen. Then Somis discovered his talent ana 
taught him the violin. The only positions he ever held were subordi- 
nate places in the Opéra orchestra and the royal band, though he 
was eminent as a player and composer. His compositions were a 
potent force in the development of the art, and are still cherished 
as among the noblest examples of the classical style. He was assas- 
sinated by an unknown person, for an unknown reason, on his own 
doorstep in 1764. - 


H. LEONARD. 

Hubert Léonard was an eminent violinist and teacher; born near 
Liége, Belgium, in 1819, he died in Paris in 1890. He was a pupil 
of Habeneck at the Paris Conservatoire, and played in the orchestras 
of the Opéra and the Opéra Comique. He made brilliant and ex- 
tended concert tours in the later 40’s, and then succeeded de Bériot 
as professor of the violin at the Brussels Conservatory. Here he 
remained till 1867, when he retired on account of ill-health, and 
thereafter lived in Paris as a teacher. He published many important 
études and a School for the violin, and edited many of the classical 
works for the instrument. 


F. LISZT. 

Franz Liszt was one of the most remarkable figures of the nine- 
teenth century in music. It was pre-eminently his privilege to 
advance the art of piano-playing to its highest development, and 
establish a new standard not only of technique but of interpretation. 
He was also a voluminous composer in many forms, and especially 
for his own instrument. His piano music shows an extraordinarily 
skilful utilization of the new technical possibilities, color, and 
sonorities of the instrument introduced by him; it shows also an 
ardent striving after the romantic spirit and the employment of 
picturesque methods of incorporating poetical ideas into tones. His 
life was one of remarkable activity and zeal in promoting the 
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modern ideas of his time, and assisting by his enormous influence 
the men who represented them. His piano music is of the greatest 
variety, ranging from simple song-like pieces of short compass, to 
virtuoso pieces of dazzling brillianey and transcendent difficulty, as 
the two concertos, the études, the Hungarian rhapsodies, and the 
sonata. In them all, however, will be found the most acute sense 
of pianistic effect and the most skilful employment of the possibilities 
and characteristics of the instrument. 

' “Teg préludes” is the third of Liszt’s symphonic poems, this style 
of programme music being devised by Liszt, to break away from the 
definite, formal pattern of the orthodox symphony. Its form has 
nothing fixed, but is derived from the poetic aspects of the subjects 
it illustrates. Thus “Les préludes” is based upon a poem by La- 
martine, the French poet of the romantic period about 1830, con- 
tained in his “Méditations poétiques.” Lamartine describes human 
life as a succession of preludes to that unknown song whose first 
solemn note is sounded by Death. In this piece Liszt follows Lamar- 
tine in describing some of the ideal phases of human life—love, 
the storms of life, the peace of pastoral quietness, and again the ac- 
tivity that sounds the trumpet signals for strife. Love, grief, peace, 
and victory are the four phases represented in tones by Liszt. 


F. MENDELSSOHN. 

Mendelssohn was one of the chief exponents of the romantic school 
of the first half of the nineteenth century, while yet adhering in all 
essentials to the principles of form and euphony established by the 
classical composers. To the time of his death in 1847 he enjoyed 
an enormous popularity. To the wide extension of this, nothing con- 
tributed more than his “Songs without Words,” a style of short piano 
piece of romantic and poetic content, which, while he did not invent 
it, he developed with much skill and originality. In these little pieces 
is contained a vast range of feeling and emotion expressed with con- 
summate technical perfection of finish. Mendelssohn’s oratorios, 
“Hlijah” and “St. Paul,” and his symphonies and overtures, are the 
greatest of his works, and his songs also contain many beauties. He 
was born into the rich Mendelssohn family of Berlin bankers, and 
having every opportunity for developing his talent, made remarkable 
exhibitions of precocity both as a pianist and composer. Among the 
most noteworthy episodes in his short life were his work in conducting 
the Gewandhaus orchestra in Leipzig, his establishment of the Leipzig 
Conservatory, and his several visits to England, where he had great 
influence and popularity. 


B. MOLIQUE. 

Wilhelm Bernhard Molique was famous as a violinist and com- 
poser. Born at Nuremberg in 1802, he studied under Rovelli at 
Munich, and became a member of the imperial orchestra in Vienna, 
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then succeeded Rovelli in 1820 as leader in the Munich orchestra. He 
won fame by extended tours throughout Europe till 1849, when he 
settled in London, remaining there till 1866, enjoying success as solo 
and quartette player, teacher, and composer. He died in 1869. He 
composed an oratorio, “Abraham,” and many solo pieces for violin, 
including six concertos; also a ’cello concerto. 


I. MOSCHELES. 

As a pianist, a teacher, and a composer, Ignaz Moscheles was among 
the most prominent musicians of his lifetime, which extended from 
1794 to 1870. He was precocious as composer and pianist, and in his 
early days he had much personal intercourse with Beethoven in 
Vienna, where he studied. He obtained great fame as a piano vir- 
tuoso. In 1821 he settled in London, and in 1846 joined the Leipzig 
Conservatory under Mendelssohn, where he lived the rest of his life 
and trained many distinguished pianists. His piano music is ener- 
getic, brilliant, and strongly rhythmical, and of great dignity of style, 
including characteristic pieces, fantasies, and études. 


M. MOSZKOWSKI. 

Moritz Moszkowski is one of the most brilliant and fertile composers 
for the piano of the present day. He is Polish by birth, but is of 
German training. He was born in Breslau in 1854, and made his 
first public appearance as a pianist in Berlin in 1878. He was highly 
successful for many years as a concert pianist, while at the same 
time he was increasing his fame by his compositions, which have 
attained a great and far-reaching popularity. 


W. A. MOZART. ; 

Although his greatness is now measured by his operatic and sym- 
phonic works, as well as his piano sonatas, Mozart was also one of the 
greatest pianists of his day. He was a “wonder child,” and was 
taken over Europe by his father, who exploited his piano-playing in 
private and public concerts. He made marvellous progress in com- 
position, and his music aroused universal wonder and admiration. He 
was for some time in the employment of the Archbishop of Salzburg, 
but resigned his place in 1777 because of indignities heaped upon 
him, and insufficient income, but resumed it again in 1779 for two 
years, leaving it then to settle in Vienna. There his later operas 
were composed and performed, bringing him fame but little money, 
and with his wife he lived in penury. His last work was his 
“Requiem,” the subject of which aroused in him superstitious fore- 
bodings of his death, and he died before he could complete it. His 
piano music shares the beauty and distinction of his music in the 
larger forms; joy is its keynote; melody is lavishly expended in them, 
_and they show the finest taste and elegance, and, above all, euphony 
and plastic beauty of form. Apparently simple in their structure, 
they are a stumbling block to the superficial. 
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P, NARDINI. 

Pietro Nardini was one of the famous classical violinists and com- 
posers for the violin, of the eighteenth century, when Italy produced 
the leaders in this branch of music. He was born in Fibiana, Tus- 
cany, in 1722, and died in Florence in 1798. He was a pupil of the 
great Tartini. In 1753 he became solo violinist to the court in 
Stuttgart, and remained there till 1767, when he returned to Italy, 
living with Tartini till the latter’s death in 1770, when he became 
solo violinist and director of the court music at Florence. Nardini 
commanded a soulful cantilena, and his numerous violin solos and 
concerted pieces demand this quality especially from their executants. 


N. PAGANINI. 

Niccolé Paganini was the greatest of all violin virtuosos, and con- 
tests with Franz Liszt the title of the greatest virtuoso on any musical 
instrument who ever lived. But unlike Liszt, Paganini lacked a truly 
high and musical gift. His powers were chiefly comprised in a mar- 
vellous mastery of the technical difficulties of the violin, and in an 
undreamed-of extension of its possibilities. His compositions have a 
certain originality and charm, but their purpose is almost wholly to 
exploit the brilliancy and novelty of the mechanical devices that he 
himself introduced. He showed early promise and his talent was 
forced by his father. He studied in Rome, and even then experi- 
mented with new effects. He made his first concert tour at the age © 
of thirteen, and then entered upon his checkered career, in which 
artistic success was mingled with dissipation of all sorts. In 1828, 
he appeared in Vienna and threw the city into a delirium of excite- 
ment. This success was repéated all over Europe. The end of his life 
was pitiable, being under the stress of unsuccessful speculation and 
lawsuits. 


I. PLEYEL. 

Ignaz Joseph Pleyel oeeupied a large place in the musical life of 
the late eighteenth and early nineteenth century. Born near Vienna’ 
in 1757, he became a pupil of Haydn, and was prominent as a con- 
ductor in various places. Finally, after the beginning of the French 
Revolution, he went to Paris and started a piano factory that is still 
one of the foremost in Europe. Pleyel was enormously prolific as a 
composer—many symphonies and a great mass of chamber music 
attest his industry, if not his inspiration. His “instructive” works 
are still highly esteemed. He died near Paris in 1831. 


J. RAFF. 

Joachim Raff was born in Switzerland. His early talent recom- 
mended him to Mendelssohn and Liszt, and, encouraged by them, he 
devoted himself to composing. He was a composer of prodigious fer- 
tility and industry, and had an inexhaustible vein of melody, with a . 
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thorough mastery of the technical requirements of the art. Mis- 
fortune accompanied him, however, and his pecuniary condition as 
well as his popularity and facility often led him to force his genius 
to unwise overproduction. He lived for a time in Cologne, then in 
Wiesbaden, where he was in great demand as a piano teacher, and 
in 1877 he was appointed director of the Hoch Conservatory in Frank- 
fort. In 1863 his first symphony, “An das Vaterland,” won the prize 
of the “Friends of Music” in Vienna, and his popularity became then 
greater than ever. Raff was a romanticist of conviction, and sought 
in music a definite expression of the concrete. Thus, in his sym- 
phony “Lenore,” he expounds the story told in Biirger’s ballad of 
the same title. This somewhat grisly story is of Lenore and her 
young soldier lover, who is separated from her to go to the wars, 
and is there killed; but his spirit comes back to fetch her, and to- 
gether they ride on a ghostly horse, amid all unearthly terrors 
invisible to living mortals. The love of the pair is described in the 
first two movements. In the third, Wilhelm, the lover, is shown 
departing for the wars, through the picturesque and brilliant march 
that is universally familiar. The last movement is full of the terrors 
of the ride. 


C. REINECKE. 


Carl Reinecke held for many years a dignified place in the world 
of music as director of the Leipzig Gewandhaus Orchestra, as a 
pianist of amiable gifts, especially in the interpretation of Mozart, 
and as a composer of great melodic fluency and winning grace. He 
studied the piano and became intimate with Schumann and Mendels- 
sohn, taught at the Cologne Conservatory, and was called to Leipzig 
as conductor and professor at the Conservatory in 1860. He resigned 
in 1895. He had many distinguished pupils. His compositions are 


very numerous, and especially those for young players are full of 
charm. 


J. P. RODE. 

Jacques Pierre Joseph Rode is another of the past masters of the 
violin whose fame is conserved by his instructive works for his instru- 
ment. His “Twenty-four caprices in the form of studies, in the 
twenty-four major and minor keys” are famed and indispensable 
to every student of the violin. He was born in Bordeaux, February 
16, 1774; a pupil of Viotti, he became one of the first professors in 
the newly opened Conservatoire in Paris. Later he was violinist to 
the Czar of Russia. He travelled much, and while in Vienna Bee- 
thoven wrote for him his Romance, Op. 50. His last appearance in 
Paris was a failure. He died in 1830. 


P. ROVELLI. 
Pietro Rovelli came of a family of noted Italian musicians; he 
was a pupil of Rodolphe Kreutzer in Paris and also modelled his 
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style on that of the great Viotti. As a solo artist he won many of 
the successes that were open to virtuosos in the early part of the 
nineteenth century in France, Germany, and Austria. His career 
extended from 1793 to 1838, and his playing was considered “sim- 
ple, expressive, graceful, noble; on the whole, classical; the kind of 
playing that wins the heart of the listener.” He composed much; 
but little has survived except his caprices. 


A. RUBINSTEIN. 

Anton Rubinstein was one of the greatest pianists of the world; 
but even more than for fame as a pianist did he yearn for fame 
as a composer. He showed precocity as a pianist, and was recog- 
nized by Liszt, under whose advice he continued his studies. His 
tours brought him tremendous success in fame and money, and his 
compositions were greatly admired. In 1858, returning to Russia, 
he was appointed conductor, and in 1862 founded the. Imperial Con- 
servatory in St. Petersburg. He visited America in 1872 with great 
success. He composed many works in all styles, including a sort of 
Biblical opera that he devised himself. Many of his piano pieces, 
his fourth concerto, and the smaller works have been enduringly 
popular. He had a great gift of melody and of rhythmic charm; but 
by his Russian contemporaries he was refused a place in the Russian 
school of composers because of his cosmopolitanism. 


D. SCARLATTI. 

Domenico Scarlatti was one of the chief writers for the harp- 
sichord—the ‘predecessor of the piano—in the first half. of the 
eighteenth century. His father was the great operatic composer, 
Alessandro Scarlatti, and he himself soon made a name as the fore- 
most Italian harpsichordist. In 1709 he competed with Handel on 
a visit to Rome, and was worsted by him. He occupied various posts 
in Rome, London, Lisbon, Naples, and Madrid, spending twenty-five 
years in the Spanish capital as music master in the royal family. 
He composed a great number of pieces for his instrument, short and 
brilliant, and was the first to study especially the characteristics of 
the harpsichord and adapt his compositions to them. He wrote in 
the free style, with graceful and brilliant ornamentation and passage 
work, in distinction to the older contrapuntal style; and much of his 
writing demands technique suggesting that of the modern piano. 


X. SCHARWENKA. 

Xaver Scharwenka, one of the most noted of modern pianists, was 
born in Posen in 1850, and after studying in Berlin, appeared there 
as a pianist in 1869. He was also a teacher there in Kullak’s academy. 
After some years of virtuoso playing he founded an academy in Berlin 
of his own. In 1891 he came to New York, but returned to Berlin 
in 1898 and is now teaching there. His piano pieces are attractive 
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and brilliant, frequently showing the characteristics of the Polish 
folk-song. 


J. SCHNEIDER. 

Julius Schneider lived the eighty years of his life, between 1805 
and 1885, in Berlin, where he was born, and there attained high rank 
as an organist and composer, chiefly of organ music and sacred 
choral pieces, though he also produced two operas, a piano concerto, 
piano sonatas, and other chamber works. He was organist at the 
Friedrichwerder church, singing teacher at the Municipal Industrial 
School, Royal Music Director, teacher at the Royal Institute for 
Church Music, and Royal Inspector of Organs. Besides receiving 
these honors, he was conductor of several choral societies. 


FR. SCHUBERT. 

Franz Schubert, “the most poetic musician who ever lived,” as 
Liszt called him; had a life short and full of hardship and dis- 
appointment, yet also of good-fellowship. His gifts were astounding, 
and he began composing and playing as a mere child; throughout his 
life he poured forth music with a fecundity that only Mozart could 
equal. His life was mostly spent in Vienna, but without official 
position, and he eked out a precarious living with lessons and the 
sale of his compositions, for which he was miserably paid. He never 
gained great success with the public during his life, though some of 
his songs were popular. Among his works his songs and the two 
great symphonies take the highest rank; but the piano pieces are 
exquisite and characteristic examples of his poetic genius. 


R. SCHUMANN. 
Robert Schumann stands as the most distinguished and charac- 
teristic representative of the romantic movement in music in the 
nineteenth century. He was the son of a bookseller, born in 1810 
in Zwickau, and intended for the law, for which reason he attended 
Leipzig and Heidelberg universities, and his early technical training 
in music was not that of a professional, either in playing or com- 
posing. He finally, however, devoted himself to music; but injury 
to his hand prevented him from becoming a pianist, so that his atten- 
tion was turned to composition. He also fought for the cause of good 
music by founding a musical journal and writing much for it. His 
first music was for the piano, in which he developed a style of his 
own, and a class of short poetic pieces, often descriptive in an ideal 
sense, and illustrative of some idea outside of music. Thus one of 
the most characteristic sets of such pieces is that called “Kreisleri- 
ana,” intended to illustrate a personage in the stories of E. T. A. 
Hoffmann, Kapellmeister Kreisler, a quaint, mournful, and fantastic 
figure. There are eight pieces in the set, of widely divergent emo- 
tional and musical expressiveness; and some have said that in thus 
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depicting the character of Hoffman’s hero, Schumann was in reality 
giving a portrait of himself. Schumann married Clara Wieck, the 
distinguished pianist, in 1840, and was appointed professor in the 
Leipzig Conservatory; later hé lived in Dresden and in Diisseldorf, 
where he conducted. In 1853 signs of insanity developed; in 1854 
an attempt to commit suicide compelled his confinement in an asy- 
lum, where he died in 1856. 


CHR. SINDING. 

Among the most gifted of the younger Scandinavian composers is 
Christian Sinding, a Norwegian, born in 1856. He studied first in 
Christiania, then in Leipzig under Reinecke, where he was befriended 
by Adolf Brodsky. Since his student years he has lived in Christiania 
and Copenhagen. His first great reputation was made by his sym- 
phony in D, produced in 1890. His chamber music is praised, his 
songs, original in conception and expression, are becoming increas- 
ingly popular, and his piano pieces are strikingly fresh and strong. 
Sinding makes less use of the characteristic Norse spirit in music 
than Grieg, as to melodic and rhythmic folk-song elements; but it 
is in evidence, though he fearlessly follows the trend of his own 
‘ndividuality. 


L. SPOHR. 

Ludwig Spohr was one of the most original and commanding influ- 
ences in the nineteenth-century art of the violin and as well a com- 
poser of serious and artistic power. He was born in Brunswick, April 
5, 1784. He began work early, and was assisted by the Duke of 
Brunswick. He made concert tours, and began to publish his com- 
positions by the time he was eighteen. At twenty-five he was a 
conductor. He appeared in many European cities as player and 
conductor; but for short periods till 1822, when he became court 
conductor at Hesse Cassel, which post he kept till the end of his life, 
October 22, 1859. Here he produced operas of his own, symphonies, 
oratorios, solo and concerted pieces for violin, and chamber music. 
As a player his style was individual, broad, and pure. His music has 
always been very highly esteemed, and for many years his symphonies 
and orchestral pieces were constantly played. His violin concertos 
are greatly prized by violinists for their perfection of style. 


D. STEIBELT, 

Daniel Steibelt was one of the noted piano virtuosos of his time, 
which was from 1765, when he was born in Berlin, to 1823, the date 
of his death in St. Petersburg. He was a travelling virtuoso, and 
won much fame. He lived from 1790 to 1797 in Paris, then in 
London, and in the course of his subsequent travels had a contest in 
piano-playing with Beethoven, in which he was worstea. In 1810, 
after many wanderings, he settled in St. Petersburg as conductor of 
the French opera. 
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J. STRAUSS. 

Johann Strauss’s title, the “Waltz King,” epitomizes the nature of 
his genius. He was first and foremost a composer of dance tunes, 
a dealer in dance rhythms; and even his most delightful operettas, of 
which he wrote many, are built upon dance rhythms. He was born in 
Vienna in 1825, the son of another “Waltz King,” Johann Strauss, 
the elder, who brought the waltz into its great popularity. The 
younger Johann had to devote himself to music secretly, because 
of his father’s opposition. He was at one time a conductor in St. 
Petersburg, but Vienna was his life, and in his music he expressed 
the light-hearted gayety and elegant grace of the city and its people. 
He wrote over four hundred pieces of dance music, many of which 
spread like wildfire through Europe and America, and many operet- 
tas, the best of which, as “Die Fledermaus,” and “Der Zigeuner- 
baron,” are classics of their kind. He died in Vienna in 1899. 


G. TARTINI. 

One of the greatest of the founders of the art of the violin, in per- 
formance and composition, was Giuseppe Tartini, born in Pirano, 
Italy, April 8, 1692. He stood very near the beginnings of the 
artistic development of the violin, and carried it many important 
steps forward by his work. He was a roystering youth, and was 
compelled to pass two years in monastic retirement, from which he 
emerged an artist. Veracini, the great violinist, had a decisive influ- 
ence on him and his example led him to perfect his own style. He 
was appointed solo violinist of the Basilica of San Antonio at Padua, 
and there spent the rest of his life, dying in 1770. He made a name 
not only as a daring and a powerful innovator in violin playing, but 
as a composer of classic breadth and depth. One of his most im- 
portant services was the development of the modern bow, long, elastic, 
and responsive to the player’s slightest pressure. He left an enor- 
mous number of compositions, one of the most famous being “The 
Devil’s Trill,” a sonata which he declared the devil played to him in a 
dream; a solo surpassing all he had ever heard.. Awakening, he tried 
to reproduce what he had just heard. The result was this sonata; 
but Tartini declared it to be so inferior to what he had heard in 
his sleep that he would have broken his instrument and abandoned 
music if he could have lived in any other way. 


P, TSOHAIKOWSKY. 
Peter Iljitch Tchaikowsky was the greatest of the composers of 
Russia since the musical impulse was started in that country by 
Glinka seventy or eighty years before. He was also one of the most 
original, powerful, and fertile of modern composers. At first he 
studied law; but soon became a pupil of Rubinstein’s at the newly 
established conservatory of St. Petersburg. Later he became an 
instructor there; but after 1877 devoted himself wholly to composi- 
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tion. His life was uneventful; one of its singular episodes was the 
bestowal upon him of an annual income by an admirer, a woman, on 
- condition that he should never try to see her. This made him inde- 
pendent of drudgery. He travelled, and gained inspiration for some 
of his works in Italy; but they are mostly intensely Russian in feel- 
ing, and embody much of the wild, sad, tender, and boisterous spirit 
of the Russian folk-music. His greatest works are orchestral, but his 
operas are much played in Russia. His piano works are graceful 
and melodious. 

Tschaikowsky’s sixth “Pathetic Symphony” is inseparably con- 
nected with the sad story of the composer’s last days. He wrote 
of it that “its programme is wholly subjective, and often during my 
wanderings, composing it in my mind, I have wept bitterly.” , He 
“put his whole soul into it.” The symphony was produced under 
the composer’s direction in St. Petersburg on October 28, 1893. It 
was coolly received. He named it the “Pathetic Symphony” the 
morning after this performance. .On November 2d he was taken 
~ ill with a disease soon diagnosed as cholera, and on the next day he 
died. From his brother’s account it is plain that his death was 
from natural causes, and any talk of suicide is unfounded. The 
premonition of death that some see in the symphony is not borne 
out by the story of the composer’s last days, The lamentation, the 
abysmal sorrow of the fourth movement by some of his friends who 
knew his thoughts, is said to be not individual, but rather to have a 
national or a historical significance. 


J. A. VAN EYKEN. 

Among the Netherlanders who have kept alive the ancient fame of 
the Low Countries in music has been Jan Albert van Eyken, a noted | 
organist and a composer in many branches of the art. He was born 
at Amersfoort, Holland, in 1822, and appeared in public as pianist 
and violinist at the age of thirteen. He studied at Leipzig and 
devoted himself to organ playing. He was organist at Amsterdam, 
Rotterdam, and Elberfeld, and a noted player, being in demand all 
over Germany. He died at Elberfeld in 1868. He composed much 
music in many forms, but his organ works, which are numerous, are 
best known. 


R. VOLKMANN. 

Robert Volkmann, a Saxon by birth, spent more than forty years 
in Pesth, where he caught much of the Hungarian spirit in his music. 
He was born in 1815, and died in 1883. At Leipzig he received the 
encouragement of Schumann, and the influence of Schumann is to 
be seen in much of his work. After teaching music in Prague, he set- 
tled in Pesth, where he was for some years a teacher in the Academy. 
His most important works are symphonies and overtures. 
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Cc. M. VON WEBER, 

Carl Maria von Weber is best known as the founder of the roman- 
tic German opera; but he was a musician of remarkable versatility 
and touched no department of the art without enriching it. He was 
born in Oldenburg in 1786, and died in London in 1826, where he 
had gone to produce his opera “Oberon.” For years he lived with 
his father a wandering life in a travelling dramatic company. He 
learned various parts of his art from different masters, among them 
Michael Haydn. He was for a short time conductor of the opera in 
Breslau, and after various wanderings, producing his operas and play- 
ing as a concert pianist, he became conductor of the opera at Prague. 
There he made such a mark that in 1816 he was made conductor of 
the opera at Dresden. He made an overwhelming triumph with “Der 
Freischiitz” in Berlin and elsewhere, in 1821. This with the later 
“Euryanthe” are his master works. 

His four solo sonatas have had an important place in the repertory 
of the piano. There is something romantic, chivalrous, highly im- 
aginative in them, and they are filled with that dramatic fire and 
brillianecy that are so significant an element in his greater operas. 
Added to this he had a remarkable gift of alluring melody; the 
sonatas were thus made into moving and highly colored dramatic 
pictures of an ideal character. 


H. VIEUXTEMPS. 

The name of Henri Vieuxtemps stands among the foremost ot those 
who have contributed to the development of modern musical art. He 
was precocious. Born in Verviers, Belgium, in 1820, he was well 
trained, and played publicly at the age of six. De Bériot took him 
as a pupil, and soon he dazzled and delighted the Parisian public at 
the age of eight. For five years he studied, then started on a concert 
tour—a concert tour which lasted almost all his life, for he was 
incessantly travelling and playing. He soon became pre-eminent 
among his contemporaries. He came to this country three times, in 
1844, 1857, and 1870. From 1846 to 1852 he was professor in the St. 
Petersburg Conservatory and soloist to the Czar; then recommenced 
his wanderings. In 1871 he was made professor at the Brussels Con- 
servatory; but two years later he was stricken with paralysis and had 
to give up. He died in 1881. His compositions are numerous and 
brilliant, and are greatly prized by modern players on account of their 
consummate expertness in the idiom of the instrument. 


G. B. VIOTTI. 

The transition from the old classical Italian school of violin playing 
to the distinctively modern school is generally attributed to Giovanni 
Battista Viotti. He was born in Fontaneto, Italy, March 23, 1753. 
He showed precocity; he finally reached the care of Paganini, the 
great Italian violinist, who took him on a tour through Europe. 
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‘Everywhere Viotti aroused great enthusiasm. In Paris in 1782 he 
made a deep impression. There he stayed, till the Revolution drove 
him to London, and became a favorite there. When Haydn visited 
London in 1794 and 1795 Viotti was leader of the orchestra at his 
benefit concerts. He undertook operatic management in London, and 
then tried in 1818 to raise the Paris Opéra from artistic decadence; 
but in vain. He returned to London and died there in 1824. Viotti’s 
compositions are important landmarks in the history of modern 
development, and certain of his twenty-nine concertos are still played, 
especially the twenty-second. They show an advance (which he made 
hand in hand with Mozart) in broadening the dimensions of the form, 
developing it after the model of the sonata and elaborating the re- 
sources of the orchestra. 


T. VITALI. 

Tommaso Vitali lives in the minds of musicians to-day chiefly 
through his Chaconne with variations, which is considered a worthy 
precursor of Bach’s great movement in the same form. Vitali was 
born at Bologna, Italy, about the middle of the seventeenth cen- 
tury. In 1706 he was elected a member of the Philharmonic Acad- 
emy of Bologna and served for several years in Modena as conductor 
of the court orchestra. He composed several sonatas, and was the 
- teacher of a number of excellent violinists. 


H. WIENIAWSEI. 

Henri Wieniawski was one of the greatest of that remarkable group 
of violinists who made notable the middle and later years of the nine- 
teenth century. Born in 1835, in Lublin, Poland, he was a “wonder 
child” and made a remarkable record as a pupil of Massart at the 
Paris Conservatoire. He made European tours in his boyhood with 
steadily increasing fame, and in 1872 he started with Anton Rubin- 

stein on a famous artistic tour of the United States. He was already 

recognized as one of the greatest virtuosos of the time, and his style 
was marked by a Slavic passion and impetuosity that carried. all 
before it. Wieniawski occupied for a time the post of violin pro- 
fessor at the Conservatoire at Brussels, where he succeeded Vieux~ 
temps. One of his pupils is Leopold Lichtenberg of New York, editor 
of his Caprices, who is one of the best performers and one of the 
most authoritative teachers in the United States. Wieniawski com- 
posed many pieces, concertos, and other works that exemplify the 
brilliant style of writing for the violin. He died in Moscow in 1880. 
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FRANZ ABT. 
RANZ ABT composed songs that have become of enduring pop- 
K ularity throughout Germany, and part songs that rival Men- 
delssohn’s in the affections of the Germans. His interest in 
singing did not stop there but produced also one of the most 
useful of modern methods. Abt was born at Eilenburg, Germany, in 
1819; died at Wiesbaden in 1885. He was trained at Leipzig; in 1841 
was appointed conductor of the opera at Bernburg, and occupied other 
posts of the same kind at Zurich and Brunswick. In 1882 he retired. 
He wrote more than five hundred works. 


M. BORDOGNI. 

Giulio Marco Bordogni, equally famed as a dramatic tenor and as a 
singing teacher, was born near Bergamo, Italy, in 1788. He first 
appeared in opera in Milan in 1818, and sang with brilliant success in 
Italy and then in Paris.. In 1833 he left the stage and became sing- 
ing teacher at the Conservatoire of Paris, where he remained for 
more than twenty years. His pupi!s numbered some of the greatest 
singers of the period—Sontag, Rudxrsdorff, Mario, and Balfe among 
them. He died in Paris in 1856. His practical instruction books 
and vocalisers have long been recognized as among the most valuable 
of their kind. 


F. CHOPIN. 

How strongly the folksong of his native Poland appealed to 
Chopin, is shown by the great use he made of it in his mazurkas 
and polonaises, and in some of his works in larger forms, as 
the Krakowiak. It is also shown in the seventeen Polish songs 
that were published after his death. While these are original 
melodies of his own, many of them exhibit strikingly the spirit 
and form and the characteristic mood of the Polish popular tunes. 
If he met with any new and beautiful poetry in his native tongue, he 
would set it to music, not for publication, but for his own pleasure. 
Many have been lost because the composer constantly put off com- 
mitting them to paper. Others have been sung in Poland without any- 
thing positive being known as to their origin, and have thus taken on 
the character of true folk-songs. 


J. CONCONE. 

Giuseppe (Joseph) Concone was one of tae most famous singing 
masters of modern times, and has done work in the formulation of 
exercises, studies, and vocaligers that are indispensable for the proper 
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training of the voice. He was born in Turin, Italy, in 1810, and 
lived there as a musician till 1836, when his first opera was unsuc- 
cessfully produced. Then he moved to Paris, and became singing 
teacher at the Conservatoire; he taught also pianoforte and theory, 
and his numerous songs and duets were very popular. In 1848 he 
returned to Turin, where he remained till his death in 1861, active 
as organist of the Royal Chapel. 


P. CORNELIUS.. 

Except for his three operas, Peter Cornelius’s most important works 
are his songs. Of these about eighty have been published, many 
of them posthumously. They have qualities that promise them a 
permanent place in the literature of vocal music. For many of 
them he wrote the verses himself, and this is significant of his 
views as to the union of text and music in spirit and form. For 
he was an ardent follower of Wagner and Liszt. Born in Mainz in 
1824, the nephew of the great painter Cornelius, he first intended to 
become an actor, but turned to music and studied with Dehn in 
Berlin. In 1852 he went to Weimar and became a member of Liszt’s 
circle, writing many critical essays championing the new school. 
The intrigues against his opera, “Der Barbier von Bagdad,” pro- 
duced in 1858, were the cause of Liszt’s resignation as conductor of 
the Grand Ducal Opera. Cornelius became professor of harmony and 
rhetoric at the reorganized Conservatory in Munich, when Wagner 
was summoned thither by Ludwig II. He died in 1874. 


ROBERT FRANZ. 

Robert Franz’s life was quiet and most uneventful; yet he occa- 
sioned much stir through his championship of a fuller orchestral 
accompaniment for the choral works of Bach and Handel than a 
certain school of musicians was willing to concede. He was devoted 
to the spirit of Bach’s music, and influenced by the warmth of Schu- 
bert and Schumann’s romantic spirit; it may be traced through all 
his own work. This consists almost entirely of songs, with a few 
choruses; and to these he devoted a consummate art and perfect finish 
of style. He was born in Halle, Germany, June 28, 1815, lived there 
all his life, and died there October 24, 1892. He studied under 
Schneider at Dessau, and published his first songs in 1843. He com- 
posed in all about three hundred and fifty. He was conductor of the 
Singakademie and musical director of the university at Halle. His 
later years were troubled by blindness and poverty. 


C. LOEWE. 

Johann Carl Gottfried Loewe’s name is inseparably connected with 
the ballad as a form of musical expression. He was an enormously 
fertile composer, but his operas, symphonies, pianoforte pieces, and 
ehamber works have all fallen into oblivion. Of his four hundred 
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ballads and songs many still retain their freshness and vitality, and in 
recent years there has been a renewal of interest in them. The 
German poets, Biirger, Herder, Goethe, Schiller, and Uhland trans- 
planted the ballad into German literature from Scotland. Loewe 
found the right expression for it in music, picturesque, romantic, 
legendary; maintaining the strophic form, but with a dramatic free- 
dom. Loewe was born in Lobejiin, near Halle, November 30, 1796, 
and died at Kiel, April 20, 1869. He studied in Halle; had his first 
appointment as teacher in Stettin in 1820, and there remained as 
cantor, teacher, and musical director of the city till 1866. Then he 
suffered a slight stroke of paralysis, was asked to resign by a grateful 
town council, and lived in Kiel for the remaining three years of 


his life. 


F. SCHUBERT. 

Schubert was the great master for all time of the art of song 
writing. In this department he achieved perfection from his boy- 
hood years, while he was still laboring and experimenting in other 
lines of composition. There are six hundred and three of his songs 
preserved and now published, though many of them remained in man- 
uscript long after his death. The German Lied had been cultivated by 
great masters before him; Mozart and Beethoven and many lesser 
men had produced beautiful specimens; but it was reserved for him 
to raise it to its highest power of expression and perfection of 
structure. He disclosed a new world in it, entirely through the 
freshness, power, and emotional poignancy of his musical ideas; for 
he did little to enlarge its formal apparatus. He invented no new 
manner, no new technique, no new style. Rather, as has been said, 
he did away once for all with the traditional limitations of the song 
and the idea of a special technique for song writing. His gift of 
heaven-sent melody was consorted with a remarkable genius for 
potent, bold, and moving harmony. Many have followed Schubert in 
the art upon which he bestowed a new eloquence; but none have 
ever reached the heights he reached in his greatest songs. 


' R, SCHUMANN. 

When Robert Schumann married Clara Wieck, after years of 
struggle and degrading conflict with her obstinate father, it seemed 
as if the floodgates of a stream of inspiration, till then pent up, were 
opened and the ecstasy of his happiness was poured out in a great 
series of songs. Up to the year 1840 his musical creative powers 
had been confined to the production of piano music; but now it 
seemed as if no medium but the human voice could interpret his 
joy. Schumann was a poet himself in prose and verse, and his songs 
are not only a musician’s but also a poet’s.interpretation of his 
romantic spirit and poetic enthusiasms. His finer taste in literature 
is apparent, in contrast with Schubert, in his selection of verses, for 
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which he turned chiefly to the younger romantic German school. 
' He sought for exact interpretation in music, avoiding conventional 
forms in melody and accompaniment, and bringing the music into 
intimate and vital relationship with the poetry. Warmth, depth of 
passion, and of sentiment characterize them and raise them to a place 
by themselves, among all the products of modern musical art. They 
translate the profounder emotions of humanity as do few others. 


F. LAMPERTI. 

Of the two famous Lampertis, masters of the art of song, Francesco 
was the elder. He was born at Savona, Italy, in 1813, and was a 
pupil of the Milan Conservatory. In 1850 he entered it as professor 
of singing, and gave vocal instruction there for twenty-six years. 
He had many famous pupils; among them Albani, Artét, Cruvelli, 
Lagrange, and Italo Campanini.’ He published singing methods and 
vocal exercises. He died at Como in 1892. 


M. MARCHESI. 

Mathilde Marchesi de Castrone, née Graumann, was born at Frank- 
fort in 1826. She was a pupil in Vienna of Otto Nicolai, con- 
ductor and composer of “The Merry Wives of Windsor,” and of 
Manuel Garcia in Paris. She was at first a concert singer, and 
greatly esteemed in Paris and London. In 1852 she married the 
singer Salvatore; Marquis de Castrone, and together they appeared 
in opera in a number of cities. Then in 1854 they became singing 
teachers at the Vienna Conservatory. After this they lived for some 
years in Paris, taught singing in the Cologne Conservatory, and again 
in Vienna; and in 1881 they removed to Paris, where Mme. Marchesi 
has made a great name as a private teacher. 


A. MAZZONI. 

Antonio Mazzoni was one of the old Italian exponents of singing, 
whose methods helped to form the school to whose perfection all 
subsequent teachers have aspired to reach. The date of his birth is 
uncertain, either 1710 or 1725. He was born in Bologna. He pro- 
duced operas, and sang in operas. Undertook a journey to Spain, 
remaining several years in Madrid, then accepted an engagement in 
St. Petersburg, and returned to Bologna in 1750, where he died in 
1792. He published many solfeggios, besides a number of operas, 
oratorios, ete. 


G. NAVA. i 

Gaetano Nava, who was born in Milan, 1802, and died there in 
1875, was a pupil of the Milan Conservatory, and in 1837 was 
appointed professor of solfeggio there; in 1848, maestro of choral sing- 
ing and harmony for the alumni. He wrote a great number of ex- 
cellent solfeggi and vocalisers, also a method; and he was not un- 
known as a composer of church music. 
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H. PANOFKA. 

Heinrich Panofka was a German, born in Breslau in 1807, but his 
long residence in Paris caused him to write his name Henri. He 
began as a violinist and studied in Vienna. After some concert 
giving he settled in Paris in 1834, playing at the Conservatoire con- 
certs and studying singing and vocal instruction under Bordogni. 
They two founded in 1842 a singing academy, which was not success- 
ful. In 1844 he moved to London, where he became a singing teacher 
and conductor. He returned to Paris in 1852, and settled in Florence 
in.1866, where he died in 1887. He wrote no little violin music; but 
his vocal works, for instruction, very numerous, are far more im- 
portant. 


A. PANSERON. 

Auguste Mathieu Panseron, born in Paris in 1796, was the son of a 
musician, who gave him his first instruction. Then he studied at the 
Conservatoire, won the Roman prize, studied further in Italy, and in 
Vienna and Naples, and returned to Paris in 1818. In 1826 he 
became professor of Solfége at the Conservatoire, and of other 
branches of singing later. He composed many songs and much 
church music. His real eminence, however, is based on his numerous 
valuable methods and collections of solféges for the voice, of which 
he published many. He died in Paris in 1859. 


F, SIEBER. 

Few singing teachers have published more copiously than Ferdi- 
nand Sieber, who, though an Austrian, born in Vienna in 1822, was 
an exponent of the old Italian art of song. Many books on the 
theoretical side of singing as well as practical exercises in large num- 
bers, are his contribution to the subject. He sang in opera, taught in 
Dresden from 1848 to 1854, then settled in Berlin, where he died 
in 1895. 


N. VACOAI. 

Niccolé6 Vaceai was turned from the frivolous employment of an 
Italian opera composer in the early nineteenth century to the more 
serious one of teaching singing, through the failure of several of his 
operas. He was born near Ancona, Italy, in 1790, and was originally 
intended for the law, but turned to music and studied under Pai- 
siello at Naples. After several failures in opera, Vaccai took up the 
teaching of singing successfully. He visited Paris and London, at- 
taining great popularity. In 1888 he was appointed to the Milan 
Conservatory, remaining there till his retirement in 1844. He died 
in 1848. His “Practical Method” has long been famous. The 
general plan of the “Lessons” in it is to give melodious exercises, 
not to bare vowels or syllables, but to smooth Italian verses. These 
have been admirably translated into good English by Theo. Marzials. 


A BRIEF GUIDE TO THE CLASSIC SONGS, ETC. 251 


PAULINE VIARDOT. 

Pauline Viardot-Garcia, daughter of the famous Manuel Garcia, 
the operatic singer and teacher who in 1905 celebrated his one hun- 
dredth birthday, was born in Paris in 1821. She herself was a noted 
operatic mezzo-soprano in her day, of great dramatic power. She 
first appeared in opera in London in 1839. In 1841 she married 
Viardot, director of the Théatre Italien in Paris. She sang with 
great success till 1863, when she retired. For some years she taught 
at the Conservatoire, and has composed operas and songs. Her works 
for study are highly esteemed. 


SOME GREAT COMPOSERS AND eee AND SOME OF THEIR CHIEF 


Notr.—This is not, of course, a complete list of famous Composers and 
Musicians, nor is it a complete list of their works. It is intended to serve as an 
introduction to the vast field and to furnish a series of fingerposts to those who 
would acquaint themselves with the lives and works of the great masters. 


ARDITI, Luigr. 1822-1903. Italy. Some Chief Works: 1 Briganti; La Spia; 
Il Bacio. Autobiography, 1896. 

AUBER, DANIEL FRANCOIS Esprit. 1782-1871. France. Some Ohief. Works: 
Masaniello; Fra Diavolo; Le Domino Noir; Les Diamants de la Couronne. 
Biographical sketches in HEngel’s ‘From Mozart to Mario,” 1886; Paine’s 
“Famous Composers,” vol. ii, 1891. ' 

BacH, JOHANN SHBASTIAN. 1685-1750. Germany. Some Chief Works: Grand 
Mass in B Minor; St. Matthius’ Passion; My Heart Hver Faithful. Biog- 
hatin Pirro, 1902; Poole, 1890; Spitta, 1884; Williams, 1900; Ziems- 
sen, ; 

BARNBY, JOSEPH. 1838-96. England. Ohief Works: Rebekah; King All Glorious; 
Original Tunes to Popular Hymns. Biographical sketch in Engel’s ‘‘From 
Handel to Hallé,” 1890. 

BEETHOVEN, LUDWIG VAN. 1770-1827. Germany. Some Ohief Works: Fifth 
Symphony in GC Minor; Symphony No. 9; Opera “Fidelio.” Biographies by 
Beethoven (Letters) ; Crowest, 1899; Fischer, 1905; Nohl, 1876; Rau, 1880; 
Rudall, 1903; Schindler, 1841. Studies by Hilterlein, 1893; Grove, 1896; 
Teetgen, 1879. a 

BQBLLINI, VINCENZO. 1802-35. Italy. Some Ohief Works: “La Sonnambula” 
opera; Novina. Biography in ‘Masters in Music,’ 1905, and sketch in 
Paine’s ‘‘Famous Composers,” vol. i, 1891. 

Brruioz, Louis Hecror. 1803-69. Germany. Some Chief Works: Damnation of 
Faust; Episode in the Life of an Artist. Autobiography and Letters of 
Berlioz; biographical sketches in Hadow’s “Studies in Modern Music,” 1893 ; 
PA a gat “Musical Studies,” 1904; Paine’s “Famous Composers,” vol. ii, 

BRAHMS, JOHANNES. 1833-97. Germany. Some Chief Works: Symphony C 
Minor; German Requiem. Biographies by Dieters, 1888; Dietrich, 1899; 
Erb, 1905; and in “Masters in Music,” 1905. 

CHERUBINI, Marta LUIGI CARLO ZENOBI SALVADOR. 1760-1842. Italy. Some Chief 
Works: Sacred Music; Requiem; Der Wassertriger. Biographies by Bel- 
lasis, 1874; Crowest, 1890. 

CHOPIN, FrRiprRIC FRrANcoIs. 1810-49. Poland. Some Ohief Works: Piano 
Concerto in F Minor; Etudes, Nocturnes, and Ballads; Spring Song. Biog- 
raphies by Hadden, 1903; Huneker, 1900; Karasowski, 1879; Liszt, 189-; 
Niecks, 1888. 

COWEN, FREDERIC HYMEN. 1852- . BHngland. Chief Work: Orchestral Works. 
Biographical sketch in Willeby’s ‘‘Masters of English Music,” 1893. 

DoNIzETTI, GAETANO. 1797-1848. Italy. Some Chief Works: Favorita; Lucia di 
Lammermoor. Biography in “Masters in Music,” 1905; sketch in Paine’s 
“Famous Composers,” vol. i, 1891. 

DvoRAK, ANTON. 1841-1904. Bohemia. Some Chief Works: Requiem; New 
World Symphony; Stabat Mater. Biographical sketches in Hadow’s 
“Studies in Modern Music,’”’ 1894; Paine’s ““Famous Composers,” vol. ii, 1891. 

HuGarR, EpwARD WILLIAM. 1857- . England. Some Chief Works: Dream of 
Gerontius ; Sea Pictures. Biography by Buckley, 1905. 

FRANCK, Chsar AuagustTn. 1822-90. Erance. Some Chief Works: The Beati- 
tudes ; D Minor br anleiree Biography in “Masters in Music,’”’ 1905. 

FRANZ, ROBERT. 1815-92. ermany. Ohief Work: Dedication. Biographical 
acne ol Hueffer’s “Richard Wagner,” 1874; Paine’s ‘“‘famous Composers,” 
vol. i, 

GLUCK, CHRISTOPH WILLIBALD VON, 1714-87. Germany. Some Ohief Works: 
Orpheusset Hurydice; Orfeo. Biography by Newman, 1895, and in “Masters 
in Music,” 1905. 

GoTTscHALK, Louris Mornwav. 1829-69. America. Ohief Work: The Last Hope. 
“Notes of a Pianist,” by Gottschalk, and biography by Seymour, 1870. 
Gounop, CHARLES Francois. 1818-92. France. Some Ohief Works: Faust; 
Redemption; Stabat Mater. “Autobiographical Reminiscences,” and biog- 
raphies by Bovet, 1891; Tolhurst, 1904, and in Bellaigue’s “Portraits and 
Tae ee of Musicians,’ 1897, and Hervey’s ‘“‘Masters of French Music,” 

4, 

Grine, Epwarp Hacmrup. 1843- . Norway. Some Ohief Works: Piano Con- 

certo in A Minor; I Love Thee; Peer Gynt. Biography by Finck, 1906, 
., and in Paine’s ‘Famous Composers,” vol. ii, 1891. 

HANDHL, GuorG FrinpRicH. 1685-1759. Germany. Some Ohief Works: The 
Messiah ; Israel in Hgypt; Leave Me to Languish. Biographies by Marshall, 
1890, Rockstro, 1883; Schoelcher, 1857; Williams, 1901. 
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Haypn, Franz JosnryH. 1732-1809. Austria. Some Chief Works: Creation; 
My Mother Bids Me Bind My, Hair; The Four Seasons. Biographies by 
Beyle, 1820; Hadden, 1902; Hadow, 1897; Nohl, 1889; Townsend, 1884. 

Liszt, FRANZ. 1811-86. Hungary. Some Chief Works: Rhapzodies Hongroises ; 
Legend of St. Elizabeth; The Lorelei. Letters of Liszt,, Correspondence 
with Wagner, and biographies by Beaufort, 1887; Nohl, 1889; Ramann, 
1882; Wohl, 1887. 

LOEWE, JOHANN Karu GOTTFRIED. 1796-1869. Germany. Some Ohief Works: 
The Clock; Archibald Douglas. Biography by Bach, 1891, and sketch in 
Paine’s ‘‘Famous Composers,” vol. ii, 1891. 

MacDowf.u, Epwarp ALEXANDER. 1861- . America. Some Ohief Works: Haw- 
let; The Sea; Sonata Keltic. Biography by Gilman, 1906, and sketch in 
Paine’s ‘‘Famous Composers,”’ vol. ii, 1891. 

MACKENZIB, Sirk ALEXANDPR CAMPBELL. 1847- . England. Ohief Works: -The 
Rose of Sharon; The Lord of Life; The Troubadour. Biographical sketches 
in Paine’s “Famous Composers,” vol. ii. 1891; Willeby’s “Masters of English 
Music,” 1893. 

MASCAGNI, PIETRO. 1863- . Italy. Chief Work: Cavalleria Rusticana. Bio- 
graphical sketches in Gilman’s ‘‘Phases of Modern Music,’’ 1904 ; Streatfeild’s 
“Masters of Italian Music,’ 1895. 

MASSENET, JULES HMinH Wreppric. 1842- . France. Some Ohief Works: 
Herodiade; Manon. Biographical sketches in Hervey’s ‘‘Masters of French 
Music,” 1894, and Paine’s “Famous Composers,” vol. ii, 1891. 

MENDELSSOHN-BARTHOLDY, JacoB Lupwig Fernix.. 1809-47. Germany. Some 
Chief Works: Elijah; Midsummer Night’s Dream; Songs without Words. 
Letters of Mendelssohn, and biographies by Blackburn, 1904; Devrient, 
ERR Slay 1874; Lampadius, 1887; Polko, 1869; Rockstro, 1890; Strat- 
on, 3 

MEYERBEER, GIACOMO. 1791-1864. Germany. Ohief Work: The Huguenots. 
Biographical sketches in ‘Masters in- Music,” 1904; Apthorp’s ‘Musicians 
and Music Lovers,” 1894; Engel’s ‘From Mozart to Mario,” vol. i, 1886; 
Paine’s ‘‘Famous Composers,” vol. i, 1891. a ; 

MOSCHELES, IGNAz. 1794-1870. Germany. Chief Work: G Minor Concerto. 
Diaries and correspondence, and sketches in Ferris’s ‘Great Violinists and 
Pianists,” 1894. 

Moszkowsk!I, Moritz. 1854- . His compositions for the piano are all so 
brilliant that a selection is not possible. Biographical sketch in Paine’s 
“Hamous Composers,” vol. ii, 1891 

MozArT, JOHANN CHRYSOSTOM WOLFGANG AMADBHUS. 1756-91. Austria. Some 
Chief Works: The Magic Flute; Requienr Mass; Don Giovanni. Letters 
of Mozart, and biographies by Breakspeare, 1902; Gehring, 1890; Holmes, 
1845; Jahn, 1856-59; Nohl, 1893; Rau, 1868. 

PALESTRINA, GIOVANNI PIERLUIGI DA. 1514-94. Some Chief Works: Papae Mar- 
celli; Improperia; Marcello. Biographical sketches in Bellaigues's ‘Por- 
traits and Silhouettes of Musicians,” 1897; Ferris’s ‘Great Italian an@ 
French Composers,’ 1896; Paine’s “Kamous Composers,” vol. i, 1891. 

PARRY, CHARLES HuBEeRT HASTINGS. 1848- . WBngland. Biographical sketches 
in Paine’s “Famous Composers,” vol. ii, 1891; Willeby’s ‘‘Masters in Hng- 
lish Music,” 1893. | 

PurceLL, Henry. 1658-95. England. Some Chief Works: King Arthur; Te 
Deum; Dido and Aeneas. Biography by Cummings, 1881, and sketch in 
Paine’s “Famous Composers,’ vol. ii, 1891. 

ROSSINI, GIOACCHINO ANTONIO. 1792-1868. Some Ohief Works: William Tell ; 
Barber of Seville. Biographies by Bevan, 1904; Beyle, 1824; Edwards, 1869, 


1888. 

SaInT-SAHNS, CHARLES CAMILLE. 1835- . France. Some Chief Works: 
Deluge; Le Dance Macabre; The Bell. Biographical sketches in Hervey’s 
“Masters of French Music,” 1894; “‘Masters in Music,’’ 1905. 

SCHUBERT, FRANZ Permr. 1797-1828. Austria. Some Ohief Works: Symphony 
in C Major; Der Erl-Kénig; The Wanderer. Biographies by Duncan, 1905; 
Frost, 1888; Kreissle von Hellborn, 1869. 

SCHUMANN, ROBERT ALEXANDER. 1810-56. Germany. Some Ohief Works: Sym- 
phony No. 1 in B Flat Major; D Minor Symphony; Warum?—The Two 
Grenhdiers. Biographies by Maitland, 1884; Oldmeadow, 1905; Patterson, 
1903; Reissman, 1886; Wasielewski, 1871, and in ‘‘Masters in Music,”’ 1905. 

SMarT, HENRY THOMAS. 1813-79. England. Some Chief Works: The Gnome of 
Hartzburg; The Bride of Dunkerron; Ave Maria; Rise, Lady, Rise. Biog- 
raphy by Spark, 1881. 

SpoHr, Lupwic. 1784-1859. Germany. Some Chief Works: The Last Judg- . 
ment; Power of Sound. Autobiography, 1878; biographical sketches in 
Crowest’s ‘“‘Great Tone Poets,’ 1885; Ferris’s “Great Violinists and Pian- 
ists,” 1894; Paine’s ‘Famous Composers,” vol. i, 1891. 

STANFORD, CHARLES VILLIERS. 1852- . England. Some Ohief Works: The 
Three Holy Children; Eden; The Veiled Prophet; Savonarola. Biographical] 
sketches in Paine’s ‘‘Famous Composers,’ vol. ii, 1891; Willeby’s ‘“‘Masters 
of English Music,’’ 1902. 

Srrauss, Ricwarp. 1864- . Germany. Some Chief Works: Don Juan; Death 
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and Transfiguration; All Souls’ Day. Biographical sketches in Gilman’s 
“Phases of Modern Music,” 1904; Newman’s ‘Musical Studies,” 1905; 
Paine’s “Famous Composers,” vol. ii, 1891. 

SULLIVAN, Str ArTHUR SkYMOUR. 1842-1900. England. Some Chief Works: 
Pinafore, Patience, The Mikado, The Lost Chord. Biographies by Lawrence, 
1900; Wells, 1901; Wyndham, 1903. 

THOMAS, CHARLES Louis AMBROISH, 1811- . France. Chief Work: Mignon. Bio- 

\ graphical sketches in Hervey’s ‘Masters of French Music,’’ 1894; Paine’s 
‘Famous Composers,’”’ vol. ii, 1891. 

THOMAS, THEODORE. 1835-1905. America. Autobiography, 1905. 

TSCHAIKOWSKY, Prtmr ILyitcH. 1840-93. Russia. Chief Work: Symphony 
“Pathétique’; Song without Words. Biographies by Newmarch, 1900; 
Tschaikowsky, 1906. : 

VERDI, GIUSHEPPH FORTUNIS FRANCESCO. 1813-1901. Italy: Some Chief Works: 
Aida; Othello; Trovatore. Biographies by Crowest, 1897; Macchetta, 1887; 
Pougin, 1887; Visetti, 1905. : 

WAGNER, WILHELM RICHARD. 1813-83. Germany. Some Chief Works: Meister- 
singer; Lohengrin; Tristan und Isolde; Tannhauser. Biographies by Cham- 
berlain, 1897; Finck, 1893; Glasenapp, 1900-6; Henderson, 1902; Hueffer, 
1890; Nohl, 1892; ‘Letters of Wagner’; studies by Dannreuther, 1873; 
Kobbé, 1890; Krehbiel, 1891; Lavignac, 1898; Newman, 1899. | 

WEBER, Kari MARIA FRIEDRICH HRNST. 1786-1826. Germany. Some _ Ohief 
Aeon Der Freischiitz; Oberon. Biographies by Benedict, 1889; Weber, 


A GROUP OF GREAT MUSICIANS—VIOLINISTS. 


BuLL, OLH BORNEMANN. 1810-80. Norway. Biography by Mrs. Bull, 1883, and 
sketches in Brémont’s “Great Virtuosi,’”? 1892; Ferris’s “Great Violinists” ; 
Lahee’s “Famous Violinists,’’ 1899. 

eA | JOSEPH. 1831- . Hungary. Biographies by Maitland, 1905; Moser, 


Kocian, JAROSLOV. 

KUBELIK, JAN. 1880- . Germany. 

PaGANINI, NicoLo. 1784-1840. Italy. Biographies by Dressel, 1897; Fetis, 
18—, and sketches in Brémont’s “Great Virtuosi,’ 1892; Ferris’s “Great 
Violinists,” 1894; Lahee’s “Famous Violinists,’’ 1899; Paine’s “Famous 
Composers,” vol. i, 1891. . 

REMENYI, EDWARD. 1830- . Hungary. Biographical sketch in Lahee’s ‘Famous 
Violinists,’ 1899. 


SARASATH Y NAVASCURS, PABLO MARTIN MELITON. 1844- . Spain. Biographi- 
cal sketch in Lahee’s “Famous Violinists,’’ 1899. 

WILHELMJ, AUGUST. 1845- . Germany. Biographical sketch in Lahee’s 
“Famous Violinists,’’ 1899. - 

YSAYH, Hueen. 1858- . Belgium. Biographical sketch in Lahee’s ‘Famous 


Violinists,” 1899. 


A GROUP OF GREAT MUSICIANS—PIANISTS AND ORGANISTS. 


Butow, Hans Guipo von. 1830-94. Germany. ‘‘Correspondence” of Biilow. 

HENSELT, ADOLF VON. 1814-89. Germany. Biography in Lenz's “Great Piano 
Virtuosos,” 1899. 

ahd HAY ina 1877- . Poland. Biographical sketch in Lahee’s “Famous 

anists.”” 

JOSEFFY, RAFABL. 1852- . Germany. Biographical sketch in Lahee’s 
“Famous Pianists.” 

Kine, JULIB RivB. 1859. America. 


scan 1 aaa THEODOR. 1830- . Poland. Biography by Countess Potocka, 
PACHMANN, VLADIMIR DH. 1848- . Russia. 

PADPREWSKI, IGNAz JAN. 1860- . Poland. Biography by Finck, 1896. 
ROSENTHAL, MoriTz 1862- . Poland. Biographical sketch in Lahee’s 


“Famous Pianists.”’ 

RUBINSTHIN, ANTON GRIGORIEVICH. 1829-94. Russia. Autobiography, and 
biographies by McArthur, 1889, and in “Masters in Music,’ 1905. 

TausiGg, Karu. 1841-71. Poland. Biographical sketches in Lenz’s “Great 
Piano Virtuosos,”’ 1899; Paine’s ‘“‘Kamous Composers,” vol. ii, 1891. 


A GROUP OF GREAT MUSICIANS—SOME FAMOUS SINGERS. 


ALBANI, Marin LouIsp HMMA CECILH (LAJBUNESSE) Gyn. 1852- . Canada. 
Biographical sketches in Edwards’ “Prima Donna,” vol. ii, 1888, and HEngel’s 
“From Hindel to Hallé,” 1890. 

BIsPHAM, Davip. 1857- . United States. Biographical sketch in Lahee’a 
“RKamous Singers,’’ 1898, ; 


THE DRAMA 257 


CaLvb, EMMa (EMMA RogueER). 1866- . France. Biographical: sketch in 
Lahee’s “Famous Singers,’ 1898. 

Caruso, Enrico. Italy, : 

EAMES, HMMa. 1867- . United States. Biographical sketch in Lahee’s 
“Ka mous Singers,” 1898. , 

FARRAR, GERALDINE, America. 

GADSKI, JOHANNA. 1871- . Germany. 

GRISI, GiuuIaA. 1811-69. Italy. Biographical sketches in Edwards’ ‘Prima 
Donna,” vol. i, 1888, and Ferris’s “Great Singers,” 1897. 

nla ue . 1848- . Germany. Biographical sketch in Lahee’s ‘Famous 

ngers,” : 

LIND, JENNY (GOLDSCHMIDT). 1821-87. Sweden. Biography by Holland and 
Rockstro, 1891, and sketches in Hdwards’ ‘Prima Donna,’ yol. ii, 1888; 
Ferris’s “Great Singers,’”’ 1897. : 

MALIBRAN, MARIx FeuicITaA (GARCIA). 1808-36. France. Biographical sketches 
in Edwards’ ‘‘Prima Donna,” vol. 1, 1888, and Ferris’s ‘‘Great Singers,’ 1897. 


MARCHESI, MME. MATHILDE (GRAUMANN) DE CASTRONB, 1826- *. Germany. 
Autobiography, 1897. 

MATERNA, AMALIE. 1847- . Austria. Biographical sketches in Ferris’s “Great 
Singers,’’ 1897 ; and Lahee’s ‘Famous Singers,” 1898, 

MeLBa (NELLIB MITCHELL). 1865- . Australia. 


NILSSON, CHRISTINA (COUNTESS DI MIRANDA). 1843-81. Sweden. Biography by 
Charnacé, 1870; and sketch in Edwards’ “Prima Donna,” vol. ii, 1888. 

Norpica, GIGLIA (LILLIAN NorTON). 1858?- . United States. Biographical 
sketch in Lahee’s “Famous Singers,” 1898. 

PaTT!, ADELINA MARIA (BARONESS CEDERSTRON). 1843- . Italy.. Biographical 
sketch in Edwards’ ‘Prima Donna,” vol. ii, 1888. 

PLaNcoN, Pout. France. Biographical sketch in Lahee’s “Famous Singers,’ 1898. 


RESZEB, JEAN DH. 1852- . Poland. Biographical sketch in Lahee’s “Famous 
Singers,’ 1898. 

SCHUMANN-HEINK, ERNESTINE. 1861- . Germany. 

SEMBRICH, MARCELLA. 1858- . Poland. Biographical sketch in Lahee’s 


“Famous. Singers,’ 1898. 

TIETIDNS, THERESA CAROLIN JOHANNA. 1881-77. Austria. Biographical 
sketches in Edwards’ “Prima Donna,” vol. ii, 1888, and Ferris’s “Great 
Singers,” 1897. : 


THE DRAMA: WHAT IT IS AND WHAT IT STANDS FOR. 


ABRIDGED FROM CuHapTeR I. or “THe TECHNIQUE OF THE DRAMA,” BY 
W. T. Price. 


DRAMA is the imitation of a complete action, adapted to the 
sympathetic attention of man, developed in a succession of 
continuously interesting and continuously related incidents, 
acted and expressed by means of speech and the symbols, 

actualities, and conditions of life. 

This definition concerns itself largely with the form of a play, 
including the general dramatic idea. It is obvious that the fitness 
of material for the form must be governed by the requirements of a 
drama; and this definition affords an absolute rule of measurement. 

It is a form of literature and of entertainment into which all 
human emotions and experience may be translated under certain 
conditions. That idea only is dramatic that can be put into shape 
of sustained action—an action that is complete and organic, with 
unity of theme and purpose, that invites our attention at the outset, 
arouses an interest as it proceeds, and confirms itself in our sympa- 
thies at the last, coming to a conclusion in its disposition of the 
characters that accords with our views of justice. Only a vital and 
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logical action can do this. An action is complete—according to the 
first requirement—when everything essential to its sympathetic appre- 
ciation is contained in it. There is, of course, a vast knowledge of 
life, particular as well as general to any theme that may be chosen, 
that is implied in the action as possessed by the spectator, and this, 
the unexpressed, is a material source of cne’s enjoyment, giving play 
to our emotion and intelligence. 

The drama is concrete. It is not only life, but the essence of it, 
the selection and use of those things only that tend to illusion. It 
puts aside reflection, the elegiac, the lyric, the merely descriptive, 
except as they are briefly incidental, and translates all into action. 
It holds all forms of literature and all things of life in solution, but 
on the condition of adapted form and that they be integral with the 
action and the purpose. The drama is a powerful solvent and can 
make many things “dramatic” that in themselves are not so, but 
become so when vital and in place. : 

The theme must be dramatic, else it will not admit of the develop- 
ment indicated in the rule. Dramatic are the emotions that give 
shape to will and deed. All emotions, all events that involve logical 
destiny (or in comedy artificial destiny) to the person or persons 
concerned, are dramatic. There is a drama in every throb of the 
human heart. It requires the clash of interests to make a complete 
action. It matters not what force impels. Desire and demand, oppo- 
sition, resistance, the thrust and the parry, and so through yicissi- 
tudes to joy or grief. 

In the drama it is the actor alone that is entitled to speak; and, 
even in the best technically written drama, every device or subter~ 
fuge, however necessary, that shows the hand or the mind of tbe 
author, is a defect. Description.by an actor, on the other hand, may 
be highly dramatic. An incident may be more effectively acted by 
means of it than if it had been represented, possible tediously, 
before us. 

The play is moreover to be acted in a given time. This is one of 
its many limitations. 

The dramatic idea must be susceptible of division into proportion- 
ate parts. Its beginning, middle, and end must have absolute rela- 
tions. Causes and effects must be adequate. A trivial ending must 
not result, from a serious progression of incidents. The begin- 
ning, the middle, and the end should be relatively proportionate in 
treatment. ; 

The dramatic idea involves a general theme, such as love, jealousy, 
ambition, nobility of nature; and a particular theme, such as the 
love of Romeo and Juliet, and so on. 

It involves an object, such as to show that love is stronger than 
the world and all its laws. To abstract from a play other incidental 
themes and objects would, be to deny it human semblance. Themes 
are simple or complex, but unity is the governing rule in either case. 
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The dramatic idea should be based on the truth of life, and thus 
probability is an essential thing. 

The theme is of the first importance, for no genuine play was ever 
written without the process of germination in the heart and mind 
of a writer. Particular themes are often found by a playwright 
to be practically exhausted for his generation. Of course, general 
themes—love, jealousy, and the like—offer boundless complications. 
Certain combinations of condition are intensely dramatic at cer- 
tain social periods, but as soon as the social conditions no longer 
concern us, they cease to be of interest. 

Action in itself, emotion in itself, is not necessarily dramatic. 
It is only so when organic with larger action, or when complete in 
itself. 

In its proper place a given situation may have a powerful effect, 
but the governing principle is that it must be organic. 

The definition of a drama does not prescribe intensity for the 
dramatic idea or the chief situation. To do so would be to define a 
particular form of the drama only. If you have the conditions of an 
action, the cause, the effects, and finality, the dramatic idea is com- 
plete. It is true that certain incidents are in themselves dramatic 
because the mind supplies the qualities just indicated, as if we were 
to witness the burning of a city, but the effect is only momentary. 
The ordinary tragedies and happenings of life interest us and are 
dramatic in proportion to our personal knowledge of the facts and 
the people involved. Even then the story or the plot must excite 
natural sympathy. 

The dramatic idea, then, cannot exist apart in the mind, and with 
all the more reason cannot stand unsupported on the stage, consisting 
of a single act or doing. 

The dramatic idea involves incidents, and these incidents lie 
about it in greater or less profusion. Emotion is full of action; 
and the idea is dramatic in proportion to the emotion it excites 
in the spectator of the scene compounded of it. It is so in real life. 
A dramatic happening unfolds itself from these emotions step by 
step, link by link. © 

We must have an origin for each incident, and an expectation of 


results, It does not need to conceive mortal peril or death in order 10 ~~ 


be dramatic. The dramatic principle includes all human action’ 
These incidents may be so highly charged with the dramatic 
that they may be almost perfect in themselves, but in tke true 
drama it is the entirety alone that is “a complete actici.” The 
drama itself is not complete until it is acted, and its possibili- 
ties have been expressed in action, utterance, look, tone, and 
gesture. : 

A complete action is in itself a definition of wity, one of the 
essentials. 4 

So organic is the dramatic idea that any of ite parts, a subordinate 
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incident even, may become in the mind of the poet the germ of the 
play. 

A perfect anecdote possesses many of the essential features of a 
drama. It is always a complete action. The local anecdote, in 
particular, admits of great detail in the telling. The persons con- 
cerned in.it are known, as are their relations to each other. It has | 
a beginning, an introduction, a climax, and a conclusion, and that 
conclusion leaves nothing more to be said or done. The more con- 
clusive, the more the village will roar its applause. The adaptability 
of the anecdote to practical stage use explains the prosperity of the 
American farce-comedies. A farce-comedy is little more than a 
succession of acted anecdotes. ; 

Progressive action is a true mark of the dramatic product, and 
if there is not a propelling force in the incidents that lie about a 
theme it is not dramatic. Progression toward an end is essential. 

The true drama is bounded on all sides by fact. Life, and the 
life that he knows, is the best material for any honest-minded drama- 
tist. There is where spontaneity lies. There are other sources of the 
drama, notably history and romance, and from these the author may 
draw and be absolutely original. There are difficulties in dealing 
with history. A drama has a direct growth in the mind and heart 
of a writer, and the less he is encumbered with non-essential inci- 
dents and incidentals, the easier his task. In historical material he 
may disentangle himself, but he will be met on the production of 
the piece by these same non-essentials existent in the minds of the 
audience. The dramatic idea may sometimes be stronger than history 
itself. 

Wherever the theme, or, in other words, the dramatic idea, may 
come from, it has certain inherent rights; it first stirs the heart 
and hand of the writer to action, and to it is given dominion and 
power over the technique to be applied to it. It demands and sug- 
gests its own treatment, and an author should take careful counsel 
with it before yielding to conventionalism, when the idea finds its 
opposition there. 

Technique is the helper; the subject is the master. The man with 
an idea is more fortunate than the one with the tools; and yet per- 
fection is the requirement of the drama, and to it the dramatist must 
bend his will. The artificialities of playwriters are not fixed, but 
the principles are inexorable. 


THE USE OF THE DRAMA. 

Holding fast to the principle that the drama is life, we must see 
that its usty are noble. There are many forms of the drama, and 
some whose graceless mission is to corrupt; so that it is the variety 
of the drama tt brings so much confusion into all talk of it. The 
value of the drama is not to be seriously disputed for a moment. It 
is essential in many ways to civilization. In large cities. where the 
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physical congregation is social segregation, it takes the place, to a 
certain extent, of the social and moral influences that are active in 
the compact life of smaller communities. 

Of all the arts the drama comes closest to man. It dwells with 
him. It does not deal mainly with the gods, as mute statuary does, 
and is not sightless and impalpable, like music. It does not halt at 
the single moment, as painting does. It embraces all the arts, and 
gives life and voice and form and functions to them all. No other 
art uses such a multiplicity of forces. 


THE DRAMA BEFORE SHAKESPEARE—A SKETCH. 


By Frank Ireson, B. A., Lonpon. 


England is, that there is no record of any attempt at acting 
prior to the Conquest: before that time there was a descriptive 
and indeed poetic literature, but it contained no trace of 
dramatic form. The Saxons certainly had nothing which could be 
termed acting; while the Normans who came into England brought 
with them strolling minstrels and “jongleurs,” who by song and 
pantomimic jest amused all classes of the people; but they seem to 
have taken no part in concerted dramatic action, and must not be 


Se first point to be noticed in connection with the Drama in 


regarded as having in any direct manner originated it in this 


country. 

The prototype of English Drama is the Miracle Play. This con- 
sisted of a representation of Scriptural incident, enacted by the clergy 
for the instruction of the people. Without some such aid, in the 
scarcity of books and of the ability to read them, the masses would 
have had very little chance of becoming acquainted with the essential 
facts connected with the foundation and progress of the Christian 
religion. The sacred drama may be said to date as far back as the 
end of the second century, when the Early Fathers instituted it to 
counteract the worldly influence of the decaying and corrupt Roman 
stage: in France this combination of dramatic action with the service 
of the Romish Church seems to have been in vogue at the time of the 
Conquest, and it was brought over to England by the monks soon 
after that event. These plays were first performed, in either Latin 
or French, on special occasions, or Saints’ days, with the idea of 


bringing home to the illiterate some leading facts of Bible history, 


or some legends of the saints to whom the churches were so freely 
dedicated. The first specimen of which we have authentic mention is 
the Miracle of St. Catharine, which seems to have been played at 
Dunstable about the year 1110: all that is known about it is that 


From one of the rare, privately printed opuscula of ‘'The Sette of Odd Volumes,” London, 
in the possession of the Managing Editor. 
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it was acted at the instigation of a certain Geoffrey of Gorham, sng 
that. he borrowed copes from St. Albans for the decoration of it. 
For a good example of a miracle play we may take one by Hilarius, 
written in France in the time of Stephen, or perhaps a little later. 

“In a church dedicated to St. Nicholas, upon \St. Nicholas’ Day, 
the image of the Saint was removed, and a living actor, dressed to 
represent the statue, was placed in the shrine. When the pause was 
made in the service for the acting of the Miracle, one came in at the 
church-door dressed as a rich heathen, deposited his treasure at the 
shrine, said that he was going on a journey, and called on the Saint 
to be the guardian of his property. When the heathen had gone out, 
thieves entered and silently carried off the treasure. Then came) the 
heathen back and furiously raged: he took a whip and began to 
thrash the image of the Saint. But upon this the image moved, 
descended from its niche, went out, and reasoned with the robbers, 
threatening also to denounce them to the people. ‘Terrified by this 
miracle, the thieves returned tremblingly, and so in silence they 
brought everything back. The statue was again in its niche, motion- 
less. The heathen sang his joy to a popular tune of the time, and 
turned to adore the image. Then St. Nicholas himself appeared, 
bidding the heathen worship God alone and praise the name of Christ. 
The heathen was converted. The piece ended with the adoration of 
the Almighty, and the Church service was then continued.” 

Besides these representations of miracles worked by the Shines: 
there were also “Mysteries,” which portrayed, in similar fashion, the 
incidents connected with the birth, passion, and resurrection of 
Christ. The title of “Mystery” was borrowed from France, but it 
does not seem to have been used in England, where representations 
of this class were always known as “Miracle Plays.” The dialogue of 
these productions was, for the most part, extremely rude and inarti- 
ficial, and they cannot be said to have had any regular plot: they 
were really a series of shows or pageants, being indeed called by the 
latter name. They were generally exhibited during the Christmas 
and Easter holidays, and were frequently produced and acted by the 
trading companies in the larger cities, each guild undertaking a 
portion of the performance, and sustaining a share of the expense. 
At both Coventry and Chester these days were exhibited with a con- 
siderable amount of elaborateness, and the MSS. used in these two 
places are still in existence. A third series remains to us, that in 
the Townley collection: the latter dates from the fourteenth century; 
there are thirty-two plays in it, and they comprehensively range 
from the Creation te Doomsday ! It is worthy of notice that the 
London trading companies seem to have taken no part in work 
of this character. 

When first introduced, the play was merely a part of the Church 
service, and was performed by the clergy only. In course of time 
the interest in these productions increased, and they were trans- 
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ferred to a series of scaffolds erected at the door of the church, the 
audience being outside in the street or churchyard. From the scaf- 
fold so fixed to a locomotive stage the transition would be easy, and 
it seems probable that with this change the acting would, to some 
extent, pass from the clergy to laymen. A class of itinerant 
actors thus came into existence, who wheeled their stage into various 
towns, and played before the people both in front of the church 
and in the open streets. It seems likely that about this time the 
English language was introduced into the representations, instead 
of the original Latin or French. 

A common addition to the rude attempts at scenery was the rep- 
resentation of Hell at a lower level than the stage: this generally 
took the form of a whale’s mouth, a very ancient way of indicating 
the entrance to the Infernal Regions, out of which flame and smoke 
were caused to emerge: in one place we read of a man being paid 
threepence for “keeping up Hell fire.” The Devil naturally was a 
prominent personage employed, and he seems to have frequently rep- 
resented the comic and noisy element of the play: his roarings and 
ragings must have contributed not a little to the amusement of an 
uneducated crowd, whose chief idea of humor would be found in 
boisterous buffoonery. 

At first, and especially when acted in church, these plays consisted 
entirely of Scriptural and legendary incidents, but gradually they 
developed the latent passion for acting for its own sake, the result 
being that the sacred subject was constantly overlaid with a great 
deal that was decidedly profane. The proclamation of the Chester 
plays, for instance, expressly excuses the introduction of “some things 
not warranted by any writ,” on the ground that it was done to “make 
sport” and to “glad the hearers.” The clergy seem to have taken a 
great amount of interest in the mounting and acting of these plays, 
and to have entered with great zest into their production; so far 
did they carry their passion for taking part in them, the which was 
by no means prohibited by their clerical vocation, that the bishops 
were occasionally constrained to moderate the vigor of their enthu- 
siasm. The following excerpt from a tract printed in the early part 
of Elizabeth’s reign shows how the clergy would at times neglect 


their duties: “He again posteth over it [the service] as fast as he 


ean gallop: for either he hath two places to serve, or else there 
are some games to be played in the afternoon, as lying for the 
whetstone, heathenishe dauncing for a ring, a beare or a bull to be 
bayted, or else jack-an-apes to ride on horseback, or an enterlude 
to be played: and if no place else can be gotten, it must be done in 


* the church!” 


These Miracle Plays were in vogue shortly after the Conquest 
and continued to be popular until about the end of Elizabeth’s reign, 
the last one being acted at Kendal in the reign of James I.: they 
were, previously to the introduction of printing, one of the principal 
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means of teaching the people, and, after their fashion, seem to 
have done good service to that end. We may here parenthetically 
recall the fact, that in England the women’s parts were always imper- 
sonated by boys, down to the time of Charles II.; during the reign 
of that lively monarch women appeared for the first time upon the 
stage, much to the disgust of the Puritans, though for some time. 
previously their employment as actresses had been common in Spain, 
Italy, and France. 

We have already seen that after a time there were introduced into 
these Miracle Plays various representations and characters not spe- 
cifically referred to either in Scripture history or saintly legend: this 
was probably done partly for the sake of variety, many comic char- 
acters being introduced to amuse the people, and partly because it 
was found that a much better and more forcible portrayal of Biblical 
history was rendered possible by the introduction of allegorical 
characters. As the presentation of these Miracle Plays became com- 
mon, we find that there were gradually introduced into them imper- 
sonations of many of the virtues and vices, thus lending reality to 
the show, and giving visible reason for much of the action which took 
place. It was in this way that the Moral Plays came into existence. 
They may be defined as plays designed to illustrate and enforce some 
moral precept, to which end there were introduced into them alle- 
gorical figures, who personated various passions, virtues, and sins 
commonly to be met with. These characters, as they became more 
numerous, interfered to a certain degree with the progress of the 
action: so much so that in some pieces the Scriptural characters fell 
quite into the background; and thus, in course of time, what seems to 
have been at first designed as a kind of poetical embellishment to 
an historical drama became a new species of drama unconnected with 
history. These Moral Plays were in a considerable state of advance- 
ment early in the reign of Henry VI., and they appear to have existed 
side by side with the Miracle Plays until both were gradually extin- 
guished by the regular drama—their life ending at about the date 
of the death of Shakespeare. Both these forms of entertainment sel- 
dom lasted over an hour in performance, and of those which were 
in two parts each part was exhibited on a separate day. 

Besides allegorical personages, there were two standing characters 
very prominent in Moral Plays—the Devil and Vice. The Devil was, 
no doubt, introduced from the Miracle Plays, where he had figured 
so amusingly; he was made as hideous as possible by his mask and 
dress, the latter being generally of a shaggy and hairy character, and 
he was duly provided with a tail: his ordinary exclamation on enter- 
ing was, “Ho, ho, ho! what a felowe am I!” and he was much given 
to roaming and crying out, especially when he was belabored by his 
eonstant companion, Vice. The latter had various names, according 
to the sin which he represented, and appeared in many disguises: one 
of his most frequent costumes was that of the common fool, and he 
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seems to have constantly misconducted himseif to a greater extent 
even than did the Devil, who generally wound up his career by 
taking him upon his back and running off with him to Hell. . He 
occasionally appeared by himself as an independent character. In 
the “Life and Repentance of Mary Magdalene” we find him per- 
forming the part of her lover, and recommending her not to make 
“two hells instead of one,” but to live merrily in this world, since 
she is sure to be damned in the next. The later Moral Plays were 
written quite independently of Scriptural or saintly associations: one 
of them, produced during the reign of Elizabeth, was wholly political 
in its design. It is interesting as being one of the earliest produc- 
tions in which the stage was employed as a vehicle for satirizing and 
denouncing the political abuses of the day. 

So much for the Miracle and Moral Plays, which, as has been 
stated, died out at the end of the reign of Elizabeth: a modified form 
' of them, known as Pageants or Masks, and consisting of processions 
of various kinds, existed for nearly a century later, and was then 
incorporated with the regular drama. Readers of Walter . Scott’s 
“Kenilworth” will remember that the Pageant and Mask were popu- 
lar forms of entertainment in the time of Elizabeth, the former being 
of a purely spectacular character, while the latter may be said to have 
occupied an intermediate position between Pageant and play. 

The connecting link between the Moral Plays and the Drama proper 
is to be found in the Interludes, which came into fashion in the time 
of Henry VIII., and were gradually developed into fuller form dur- 
ing the sixteenth century. John Heywood, a musician of Henry’s 
household, set the first example of composing interludes quite inde- 
pendently of allegorical materials; some of his “mery plays” were 
distinctly comic, and their prescribed action nothing less than 
farcical. : 

We may pause for a moment to observe the extraordinary manner 
in which, in the middle of the sixteenth century, “our drama and 
our dramatic literature rose,” as a well-known writer puts it, “with all 
but unequalled swiftness to the highest’ perfection to which they have 
attained.” For some five hundred years the only dramatic art in 
England was to be found in the Miracle and Moral Plays, which were 
slowly developed in extent and dialogue, as the people gradually 
acquired intelligence and some interest in things refined. Then 
during the half-century of the reign of Elizabeth we find an advance 
in both dramatic and literary art, which is rightly deemed marvel- 
lous. This was due to various causes, amongst which may be named 
the more extended introduction of printing, the cultivation of classical 
studies in the universities and schools, and the general increase in the 
political tranquillity and material prosperity of the people. Account 
for it as we will, the fact remains that during the Elizabethan period 
the English Drama made a great stride from comparative infancy 
to a maturity which has certainly never been surpassed in the 
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history of our dramatic literature, and with which the name of 
Shakespeare must be inseparably connected. 

To complete our sketch of the pre-Shakespearean drama it now 
remains to mention the earliest plays extant, which may be considered 
to have originated the various styles used for these productions, and 
the principal authors concerned in its foundation and early advance- 
ment. It may here be observed that the term “Comedy” was, during 
this period, much more inclusive in its meaning than in modern 
times: it was synonymous, in fact, with our word “Play.” Hamlet, it 
will be remembered, after he has had the tragedy exhibited before 
the king and queen, exclaims :— 

“For if the king like not the comedy,” ete. 

The term “tragedy,” on the other hand, pertained not only to plays 
of a tragic nature, but to any serious narrative in verse. 

_In the earliest specimen of English Comedy which has come down 
to us we have also the first avowed dramatic imitation in English 
of the ancients. This was “Ralph Roister Doister,” which was 
probably written before the beginning of Elizabeth’s reign: the 
author was Nicholas Udall, who was a master first at Eton, and then 
at Westminster school. It was written for the Eton boys to per- 
form, and was admittedly a copy, so far as concerns style, of Plautus 
and Terence. It was divided into acts and scenes, and had nine male 
and four female characters, its time of performance being two 
hours. Another comedy of about the same date, named “Misogonus,” 
had its scene laid in Italy, and was evidently adapted from some 
Italian play. <A third early comedy was “Gammer Gurton’s Needle,” 
written by Still, afterwards Bishop of Bath and Wells; this was 
acted at Cambridge in 1566, and is remarkable as the first existing 
English play that was acted at either University. 

The earliest piece which can properly be termed a tragedy was 
written by Thomas Sackville (afterwards Earl of Dorset), and 
Thos. Norton, a barrister: it was acted before the Queen at Whitehall, 
in 1561. It bears two names, “The Tragedy of Gorboduc,” or, more 
correctly, “The Tragedy of Ferrex and Porrex,” and its plot is based 
upon an old British legend: this production is. noticeable as being 
the first English play written in blank verse. The tragedy of “Julius 
Cesar,” which followed soon after it, is the earliest instance on 
record of English dramatization of Roman history. 

At about this time the dramatic field would seem to have been 
_about equally divided between the later Moral Plays and the earlier 
“Comedies, tragedies, interludes, and stage plays,” as a print of the 
time has it; soon, however, the former became confined to country 
places, and ultimately they died out altogether. 

The immediate predecessors of Shakespeare did their part in 
improving the drama, and two of them may be named as having done 
good work to this end,—Lyly and Marlowe. The former was the 
originator of that fantastic style of writing and speaking known as 
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Euphuism, which became so fashionable in his time; the latter. 
Christopher Marlowe, was a writer of considerable power, who has 
been termed, and not unjustly, the father of English dramatic poetry: 
this title has been given to him in consideration of the excellent 
service which he did m refining and generally improving the standard 
of playwriting in his day—he may be said to have prepared the way 
for his great successor, by his influence on the public taste and 
appreciative power. 

_ Of the younger contemporaries of Shakespeare it will be sufficient 
here to mention Ben Jonson, Beaumont, Fletcher, Massinger, Shirley, 
and Ford. 

To recapitulate: it has béen shown that the Drama in England 
had its origin in religious worship; and that some five centuries 
elapsed between its production by monkish hands in a tongue “not 
understanded of the people,” and its full and popular development 
under the prolific and versatile genius of Shakespeare. Its emancipa- 
tion as a form of art—and especially in conjunction with literature— 
progressed but slowly during the greater part of this period: at the 
end of that time, however, its advance towards maturity became most 
thorough and rapid. The termination of the Elizabethan age marks 
an epoch in history which will be looked back upon with interest 
and admiration so long as the English language shall exist, and the 
period is one at which may fittingly be terminated this short and 
necessarily slight sketch of the origin and early development of the 
English Drama. 


THE FIVE GREAT DRAMAS. 


from the Bible, which is full of pathos and feeling; the Greek 

play, “Prometheus,” by Atschylus; “Hamlet,” by Shakes- 

peare; and “The Magic Wonder Worker,” by the Spanish 
dramatist, Calderon; and “Faust,” by Goethe. These represent the 
highest and the newest conception of the spiritual belief of their 
times. “The Book of Job,” which is ordinarily considered a drama, 
shows the triumph of the spirit over misfortune; “Prometheus” shows 
triumph of character over circumstance; “Hamlet” shows the ideal 
pessimist against all conditions; “The Magic Worker” shows the 
triumph of the spirit over the devil; “Faust” shows the evolution of 
the soul through the sins of the flesh. All of these are sceptical, or in 
other words, are the breaking away from the conventional beliefs of 
the time in which they were written. 


be five great dramas of the world are:—“The Book of Job” 


THE STAGE AS AN EDUCATOR 


HE first mission of dramatic representation, as shown elsewhere 

in this volume, was an educational one. It was for centuries 

the medium of religious teaching: from this high position it 

gradually declined and became a mere amusement, and worse; 

until it was long looked upon by thousands as an influence for evil 
instead of for good. 

With the dawn of the Twentieth Century, however, has come a 
revival of the Stage as an Educator. Its value and power as an 
Educator in Language, Literature, Manners, Morals, Ethics, and 
Culture, is being recognized and employed in a thousand ways not 
dreamed of fifty years ago; and the writers of the following papers 
and brief notes testify to the good results which this revival has 
brought and is bringing about. To quote the words of W. T. Price 
from his work on “The Technique of the Drama’: 

“Tt teaches wisdom to men that never open a book. It gives the 
essence of life, and in three hours it speaks volumes. It warns and 
counsels, teaches justice and keeps alive pity. It celebrates man’s 
liberty and his struggles, and all that is noble wanders into it. It 
enlists the sympathies to such an extent that the listener is his own 
poet. It analyzes all motives, withholding nothing, lays bare every- 
thing. It is in fact the plainest, the most direct of all forms of teach- 
ing. It does not formulate morals in words, but in deeds; and if 
life, which is the drama, is not a constant mentor, unheeded also in 
its teachings, what is it?” 


DR. HARRY PRATT JUDSON, PRESIDENT OF THE UNIVERSITY OF CHICAGO. 
The theatre for young folks may be exceedingly useful or exceed- 
ingly harmful. Properly managed it may be made a vehicle of con- 
veying moral inspiration of great value. I believe that it can be 
properly handled and know that in many cases it is. gf 


CHARLES SPRAGUE SMITH ON A THEATRE FOR THE PEOPLE AND THE PUBLIC 
SCHOOLS. 

No one can fail to recognize the great potential influence for 
education, elevation, and honest diversion contained in the theatre. 
One of the most important questions of the day is how to 
influence the theatre so as to strengthen its good tendencies and 
withhold support where it makes for evil; also how to make the 
best in the staged drama accessible to the great multitude who 
cannot pay the prices now charged by leading theatres. The sys- 
tem that has been evolved and described below is gradually an- 
swering these questions. If extended, as it may fairly be hoped it 
will be, there should come into existence a force making potently for 
the elevation of the drama; the right kind of force also, since it is 
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SCENES FROM THE STAGE 11. KS 

Scene from ‘‘A Midsummer Night’s Dream.” ara) 
Scene from “‘ The Lion and the Mouse.” William Lewers, Eo) 


Grace Elliston, and Edmund Breese in the denunciation GOT) 
scene in which the mouse defies the lion. 

A scene from “The Sisters,” by J. L. Peritz, an author of 
Russian Poland—Fanie meeting her widowed sister in 
the square. 
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4, The famous football scene in “ Strongheart,” an Indian play. : 
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the people organized and acting through their representatives to ap- 
prove and support the good, and, by implication, reject the bad. The 
movement is yet in its first stages. We shall have to learn by suc- 
cessive experiments, but we hope much from it, both for the advantage 
of the people and for that of the drama itself. 

One who has visited Greece and seen everywhere leaning against 
the mountain slopes or cut into the hillsides, the terraced theatres 
where the plays of Avschylus, Sophocles, Euripides, and Aristophanes 
were given and the citizens gathered not by the hundreds or thousands 
even, but by the tens of thousands, to receive patriotic and ethical 
inspiration, cannot but hope that at some time the theatre shall come 
to its own again and be recognized, not as a place where an idle hour 
may be passed at the close of a busy day, too often in frivolous or 
even debasing environment, but where rather, from the highest sources 
of inspiration and honest delight, may well forth currents that shall 
refresh and uplift society. 

The People’s Institute of New York, which was organized in 1897 
with the double purpose of providing education in history and social 
science for the masses of the people and promoting a better mutual 
understanding between men of differing occupations, has been turn- 
ing for some time its attention to the theatre. 

The story of this work goes back to April 1, 1901, when for the 
first time a Shakespearean recital was offered under the auspices of 
The Institute. In a small lecture room of the Cooper Union, seating 
only some 350, Marshall Darrach gave a recital of “The Merchant of 
Venice.” .The audience present filled the room comfortably without 
crowding it. The satisfaction expressed was such that in the fol- 
lowing season a course of six recitals was offered. The course did 
not proceed far before every inch of standing room was occupied, the 
door had to be held open, and a confused mass of men and women 
crowded about it. In the third season the recitals were transferred 
to the large hall seating 1600, and the experience there was a sim- 
ilar one. By the second season not merely was the hall crowded 
beyond the point of safety, but a thousand or more were frequently 
turned away. The ability of Mr. Darrach as a reciter and the wisdom 
that he used in presenting the essential parts of each play with a 
breadth of portayal suited to so large an audience room, yet without 
undue exaggeration, contributed greatly to the success of this earlier 
phase of the work. 

Holding that the appreciation by the people of Shakespeare had 
been clearly proved, The People’s Institute began to look about for 
some means of providing staged representations of the plays. There 
were grave difficulties in the way; no suitable hall available; Cooper 
Union had never witnessed, at least not in an indefinite period of 
years, any staged play, though indeed traditions, well authenticated, 
tell of a time when it was in embryo a Madison Square Garden and 
all sorts of things took place therein. Just at this time Ben Greet 
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returned to the city, and offered to place his company in the Cooper 
Union for two or three recitals, and assume all the financial risks 
involved. The authorities of the Cooper Union were approached, and 
very reluctantly assented, insisting, however, that all the various city 
commissions, police, fire, building, ete., should first be consulted. 
The People’s Institute treasury was nearly empty at the time, and a 
preliminary step that must be taken was to secure a theatrical license, 
depositing a fee for six months’ permission. Not knowing where to 
secure this amount, $150, a rather bold scheme was employed which 
fortunately worked successfully. A letter was sent by messenger to 
one of the wealthiest men of the city, who was actively interested in 
the Cooper Union, stating the case and respectfully requesting him to 
return also by messenger a cheque to meet the expense of the license. 
The very boldness of the request accomplished the result, and within a 
brief time the cheque was sent. The process of securing permission 
from the various city departments proved, however, a very tedious 
one. In one of the departments there was an apparent purpose to 
hold up The Institute until something in the way of graft was forth- 
coming. The police department, however, worked from the first in 
active sympathy, and thirty-six hours before the first performance 
a messenger was sent from Police Headquarters to this other depart- 
ment with the positive command of the Police Commissioner not to 
withdraw until the promised and ever-withheld permit had been 
granted. 

The Institute did not know until twenty-four hours before the first 
performance, whether it would be allowed to proceed, having been 
informed by the department that blocked the way that, if it ventured 
to offer a play without having secured the requisite consent, its 
representatives and the actors would be immediately arrested. The 
friendly police department telephoned that its messenger had returned 
with the authorization and the formal permit would be sent later. 

The plays were given, and met with great success, especially the 
matinée, “The Merchant of Venice,” offered to the public school 
children. The prices charged on the two evenings ranged from ten to 
fifty cents, and on the afternoon for the public school children twenty- 
' five cents. The formal permit to give the plays arrived two weeks 
later! Immediately thereafter the Trustees of the Cooper Union, re- 
gretting their earlier decision, and believing. that it was unwise to | 
permit their hall to be used for such purposes, definitely forbade ‘its 
further employment as a theatre. The management of The Institute 
had therefore to look elsewhere. 

In the spring of 1905 a small dramatic company, giving plays in 
various settlements, was reorganized, with the assistance of Mr. 
Franklin H. Sargent, President of The American School of Dramatic 
Art, and a single recital of “Romeo and Juliet” offered to the public 
schools. The artistic results were unsatisfactory, and ‘the idea of 
forming an independent company was abandoned. 


THE STAGE AS AN EDUCATOR 988 


The next step taken was to approach theatrical managers, seeking 
to secure admission for our audiences to their theatres at reduced 
rates. Managers were at first quite unwilling to lend ear. At last, 
however, Mr. W. A. Brady offered to experiment with “The Shepherd 
King,” Wright Lorimer playing the title réle. All the seats reserved 
for The Institute’s audience were sold almost at once; and for the 
first time in the history of the play, so far as audience was concerned, 
the success was unqualified. Later in the season a brief series of 
Shakespearean performances was similarly offered by Mr. George 
Fawcett, and the results were analogous. 

In the following year the work was extended. The Ben Greet 
company had the co-operation of The Institute for a five weeks’ sea- 
son of Shakespearean performances, and five thousand school chil- 

dren and others purchased seats at reduced rates of fifty and. twenty- 
five cents. The Robert B. Mantell Company, under the management 
of William A. Brady, gave eight performances under similar condi- 
tions, and four thousand seats were sold to our audiences. Ben 
Chapin, representing Lincoln, in a week’s time received two thousand 
of our auditors. It was at this moment that Miss Maude Adams 
began to present “Peter Pan” to the delight of young and old. How 
to secure entrance to that tightly packed theatre was a formidable 
problem. A letter sent to Miss Adams at the theatre address, con- 
taining any such proposition, would surely not reach her. Her 
private address was secured, and a letter from The Institute accom- 
panied by a number of letters from principals in the public schools 
expressing the keenest desire to have their pupils see that boy, who 
did not want to grow up, touched the charming actress’s heart. She 
at once sent directions to the management saying that, if necessary, 
she would herself meet all the loss incurred, and the management 
zould only yield. As a result, ten thousand seats were purchased, 
chiefly by school children and teachers, at fifty cents each, where the 
New York public was paying anywhere from one to two dollars and 
above for similar seats. 

The results of the dramatic work in the season of 1905-1906 became 
noised abroad in the theatrical world. When The Institute began its 
work about October first of the present year, demands began to follow 
each other quite rapidly from theatrical managers to have their plays 

‘ approved and recommended to The People’s Institute audiences. It 
soon became manifest that a thoroughgoing organization of the de- 
partment had become imperative. Invitations were therefore sent to 
the representatives of the public school system, leading members of the 
clergy, and others, describing the work done, inviting an expression 
of opinion and support, and stating the purpose of organizing for 
larger and more permanent results. The outcome is that a General 
Committee which, when full, will number fifty of New York’s most 
representative citizens, has been formed. This Committee include 
to-day the President and other members of the Board of Education, 
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the Superintendent and a number of Assistant Superintendents and 
a group of the leading teachers; similarly a number of the most 
eminent clergymen, the leaders in the settlement movement, Organized 
Labor, the department stores, and men eminent in literature, music, 
and dramatic criticism. To these will be added eminent philanthro- 
pists. The Executive Committee, twenty in number, is similarly 
representative. Beside, there are sub-committees on Labor, Music, 
Co-operation with Managers, etc. 

Behind this Committee is enrolled, first of all, the entire school 
system, numbering over six hundred thousand. Organized labor will 
speedily also stand in similar relation, with a group numbering (in- 
cluding families and excluding the children in the public schools) 
between 400,000 and 500,000. In addition, a host of charitable in- 
stitutions, special schools, settlements, department stores, swell the 
quota, so that it passes by a great deal a million in number. Outlying 
towns are being similarly enrolled. The Sub-committee on Music is 
preparing to enter into relations with musical managers, so as to 
provide equal facilities in music with those already obtained in the 
theatre. It is hoped that the movement will develop naturally to other 
centres, and that ultimately there may be an alliance of such groups 
extending throughout the country, so that the sanction of a play here 
will mean its recommendation to other centres, and thus good, clean 
dramatic work be greatly strengthened and work of a different char- 
acter, lacking such support, fall gradually into the background. 

While the chief energy of late has been turned in the direction of 
organization, and there has been of necessity delay on other sides, 
the work accomplished with the theatres themselves is not incon- 
siderable. Between October first and January first the results were 
as follows: 

“Midsummer Night’s Dream’ was seen by 2,000 of our auditors; 
“Cymbeline” by 3,400; “The Prince of India” by 5,000; “Pippa 
Passes” by 600; “Caesar and Cléopatra” by 3,300; Robert Mantell in 
Shakespeare, in Brooklyn, by 1,180. 

The financial results to theatrical managers are most easily esti- 
mated in the case of plays where we had but one price, fifty cents. 
Thus, the box office in-“The Prince of India” received $2,500 through 
us, and in “Cesar and Cleopatra” in ten days $1,650. 

The system we have worked out is as follows: 

Where both play and company are well known and approved, we 
make at once arrangements with the management with regularly 
signed contracts. The contract calls for the reimbursement of The 
Institute for all outlays for postage, stenographers, etc. It does not, 
however, at present include the additional expense incurred in the 
time expended by the secretaries and other officers of The Institute. 
It is planned that this matter shall be amicably settled at a con- 
ference soon to be held between leading managers and representatives 
of The Institute. In case neither play nor actors are known, free 
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tickets are sent from the theatre or passes issued by The Institute, 
and representatives sent to examine and report upon the plays. When 
our organization is completed three representatives will go from the 
schools, three from organized labor, and three or more from our other 
groups. Each examiner receives a printed slip defining our standards 
of judgment, with blanks to be filled out. “On the basis of the reports* 
received, the office determines whether or not a play shall be accepted, 
and if so, to what groups it shall be recommended. It will be clear 
to any one that some plays can be recommended to teachers and pupils 
in advanced grades but not to those of elementary grades, some only 
to teachers and other adults. When a play is accepted, arrangements 
are concluded as before with theatrical managers. Thereafter a set 
of papers is sent to every institution upon our list, now numbering 
more than nine hundred. ‘This set includes an announcement of the 
terms made with the theatrical management, a small poster to be put 
upon bulletin-boards, and a blank to be filled out by principal of 
school, head of settlement, or other responsible person indicating the 
number of tickets desired. On the return of such a demand a 
number of slips, exchangeable for regular tickets at the box office at 
the reduced rates, are sent. This method relieves The Institute from 
all the trouble and responsibility of handling tickets or money. The 
bearer of such a slip either secures directly a ticket at the box office or, 
in case, as in some instances, there has been apprehension lest side- 
walk speculators should get hold of the tickets, has a ticket placed 
in an envelope with the name of the purchaser upon it put aside to 
be used on the evening of the performance. Thus far the number 
of complaints relatively to the volume of tickets issued has been 
insignificant, and as the work goes on and the various employees of the 
theatres become more familiar with its operations, the justification 
for complaint diminishes. 

The outlook is a most promising one. The theatres have been ap- 
proached from a side that must of necessity commend the work. 
Plays of worth that only slowly would win a footing are now being 
given, from the start almost, to packed houses. The necessity of 
“napering” a house for a good play disappears. With essentially no 
trouble to themselves, the managers see their box office receipts very 
considerably increased. The work therefore is broadening very 
rapidly and the number of plays offered is increasing daily. 

The above was written at the beginning of our season. Since then 
the development has been a rapid one. Fifty thousand seats have 
been purchased at different theatres. Fifteen plays have been man- 
aged, counting a Shakespearean season such as that of Robert 

_Mantell or of Ben Greet, as one play. Eleven hundred different 

organizations are now upon our lists, the last one to be added being 

the New York Telephone Company with 5,000 young women em- 

ployees. Our Labor Committee has put us in intimate relations with 

the entire Labor world. Our Music Committee, thoroughly organ: 
Vou. X.—16 
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ized and composed of musical critics, is planning to undertake 
extensive work another year. From the full number of listed organ- 
izations a special group of 250 has been formed of those interested in 
music in order to facilitate the work in this field during the coming 
year. The suburban towns are seeking to secure from us the facilities 
we offer to city organizations. The influence of our movement upon 
the theatre itself is perhaps best instanced in the case of two com-' 
panies, both under the management of Mr. William A. Brady: namely, 
Robert Mantell in Shakespearean repertoire, and “The Man of the 
Hour.” Mr. Brady states publicly that the success of both is due to 
The Institute, especially that of “The Man of the Hour,” which with- 
out its support might have been a failure. Sixteen thousand tickets 
have been already purchased for this latter play through The 
Institute. © 


JUDGE BEN. B. LINDSEY, COUNTY COURT, JUVENILE COURT, DENVER, 
COLORADO. 

There is not any question in my mind that the growth of cheap 
theatres in the cities, and the wonderful attraction they have to chil- 
dren, affords for us a lesson that we must avail ourselves of, to turn 
this interest in right channels. I know that in some of these cheap 
theatres they frequently give what they call “An Amateur,” and I 
have known boys of the street to be tremendously enthusiastic over 
the opportunity thus offered. The difficulty has been generally that 
it has been offered under very questionable conditions, and in a way 
that did not permit for the child the best opportunities. I have visited 
Hull-House in Chicago a number of times, and I have been wonder- 
fully impressed at the interest taken there among the children, cos- 
mopolitan as they are, in the little plays arranged by Miss Addams 
and her assistants. 

At one time in Denver, we had what we called a Sunday afternoon 
Happy Hour, and I was wonderfully impressed with the latent talent 
displayed by some of the boys of the street, who frequently impro- 
vised their own songs and music, and their little “stunts,” and not 
only the actors but the auditors seemed to obtain a peculiar and 
unusual delight from these performances. It was a different kind of 
enthusiastic applause and satisfaction from that witnessed in the ordi- 
nary professional theatre. They felt a certain personal and individ- 
ual interest in the performance that, of course, could not be expe- 
rienced in the ordinary theatre. 

I believe we may recall that there was a time in history when the 
stage was depended upon as an educator rather than as an enter- 
tainer. Perhaps the newspapers and magazines had much to do with 
the changed conditions that came with their advent, but the fact 
remains that the stage is a powerful factor in the education of young 
people. I know from my own experience that it appeals powerfully, 
especially to that class of children we count neglected children; among 
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Frances Starr as Juanita in ‘‘ The Rose of the Rancho.” Oe 
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Minnie Dupree in ‘“‘ The Road to Yesterday.” 
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the foreign element, children whose opportunities have been poor and 
who generally reside in a quarter of the city considered unfavorable 
because of bad environment, etc. In my experience nothing has ever 
seemed to awaken their enthusiasm and interest as that particular 
work among them which can only be done through the medium of 
the stage. 

I recently attended a meeting of the boys and girls in the Jewish 
settlement of Denver, and I was amazed at the interest these chil- 
dren took in their little debates and recitations, and what a powerful 
factor it seemed to be to bring out certain unsuspected qualities in 
many little (so-called) “ragamuffins of the street.” 

I have visited all the large industrial schools in this country (gen- 
erally miscalled reform-schools), and in every one of these institu- 
tions, even more than in the public schools, the stage is being utilized 
as an educational factor. Recently I visited Lancaster, Ohio, where 
there are over a thousand boys between 10 and 16 or 17 years of age, 
and also Lansing, Mich., where there are nearly eight hundred boys 
of similar age. All of these boys, of course, were taken in hand by 
the State because of the commission of some wrongful act. The fact 
that they did a bad thing did not necessarily make them bad boys. 
I know that in each one of these schools I observed that the instructors 
ealled particular attention to the work they had done along this 
line. They spoke of it with the greatest enthusiasm. Its helpful 
influence among the boys was very evident. Surely, if this kind of 
work was such a powerful factor for good among the so-called delin- 
quent children, how much more important it was, as it seemed to me, 
that it should be employed before they became delinquent, and as a 
means of preventing their delinquency by inspiring them with higher 
and nobler ideals. Of course, it was only one of many influences for 
good, but certainly an important one. 


A BOSTON EXPERIENCE. 

_ A notable movement has been inaugurated for the benefit of the 
school children in Boston, where under the auspices of the Education 
Committee of the Twentieth Century Club an Educational Series of 
English plays has been given since 1905, by arrangement with the 
lessees of the Castle Square Theatre,—one of the largest in Boston. A 
sufficient number of subscriptions—one dollar for the entire series 
of five plays—was guaranteed the theatre for teachers and children 
in the public schools of Boston and the neighborhood. And the fol- 
lowing plays have been given by first-class companies to crowded 
houses of young scholars of both sexes and their teachers: “Much Ado 
About Nothing,” “She Stoops to Conquer,” “The Merchant of Venice,” 
“Macbeth,” “Julius Cesar,” “The Rivals,” “Twelfth Night,” “As You 
Like It,” “The Merchant of Venice,” with the happiest result upon 
the school work,—the plays being taken up as part of the work in 
English, both before and after the representation. 
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AUGUSTUS THOMAS ON THE STAGE AS AN EDUCATOR—IN IDEALS. 

By any person’s ideal of anything we mean the best mental 
picture of that particular thing which that person is capable 
of forming. At different periods of his life, a person may have 
different ideals of the same thing. Very few persons hold through- 
out a lifetime one unchanging ideal of anything. For example, 
generally a boy’s ideal father, that is, the best mental picture he 
can form of a father, will be his idea of his own father. It some- 
times happens, as the boy grows older, and has added knowledge, that 
he sees, or thinks he sees, certain habits or points of character in his 
father that might have been improved. His idea of what the best 
father should be has thereby changed. His ideal has grown. 

The value of an ideal is the strong disposition that we all have to 
be as much like that ideal as possible, the constant wish we all have 
to imitate it. If we ever grow to the standard of one of our ideals, 
we find that our imagination, our power to make a mental picture, 
has also grown, and we then make another and a better ideal, and 
begin growing toward that. 

The imagination of most grown-up men has a long start ahead of 
their performance. That is also true of some boys. Most of us are 
capable of forming a mental picture of a man, so brave, so gentle, so 
true, so honest, so charitable, so chivalrous, so modest, so unselfish, 
that if we were to be that man for one week or perhaps one important 
day, we should do so at considerable immediate loss to our business, 
although many teachers believe that the perfect practice of all these 
virtues in daily life would finally result in business success and 
prosperity. 

A brave fireman climbs a ladder and rescues a poor woman and 
her baby from a burning building. The next morning thousands of 
men, too fat to climb ladders, and too timid to go intu burning build- 
ings, read of the brave deed, and wipe from their eyes the tears of 
genuine emotional appreciation. The fireman had given their ideal 
performance of a fireman’s duty. 

Whenever, anywhere, a brave man willingly sacrifices his life for 
others, the heart of the whole world throbs one beat quicker. That 
hero was our representative. He acted as we hope we would have 
acted had his duty been .our own. 

Besides having our ideals realized in the occasional conduct of 
heroes, we have them realized in the theatre by means of the per- 
formance of dramas written for that purpose. 

The best theatres and the best actors and the most improving dramas 
for their particular audiences, are in nurseries and attics. A boy 
with his lead soldiers playing Bunker Hill, or a girl with Mother’s 
apron arranged as a trailing skirt, and playing “Kind lady, come to 
see,” is realizing most completely the most improving ideal he or she 
is capable of entertaining at that time. When the boy becomes a 
man, and the girl becomes a woman, business and housekeeping afford 
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fewer opportunities for the realization of their brightest ideals, and 
they turn to the theatre to see their better dreams made substance. 

The most successful and best loved dramas are those that realize 
in some form or other one of the ideals which most men and most 
women have already set up in their own hearts for their own guid- 
ance. Most good men and most good women have each formed in 
his or her heart a picture of a man or woman very like himself or 
herself, remaining, even through considerable difficulty and opposi- 
tion, true and loyal to a sweetheart or a lover. Even bad men and 
unfortunate women are often cheered by such a mental picture. The 
majority of successful dramas are those which have in them a story 
showing this loyalty and truth between lovers. Loyalty of another 
kind, perhaps more popular with very young auditors, than the loyalty 
of lovers, is that between friends. Several successful plays are 
| based upon the loyalty of friends. 

Sacrifice of self or self-interest to the benefit or for the protection 
of another is a third popular exhibit in successful plays. Patriotism 
or loyalty to one’s country or King is a fourth theme fairly popular. 

After these plain and simple attachments, come others, such as 
devotion to an idea, to an abstract principle, or to one of the several 
virtues. But as the distinct human and personal note gets thinner or 
less evident in a play, the audiences get thinner and less in evidence 
in the theatre where the play is given. 

It takes some literary education to decide rightly whether a play is 
well written. It requires some special knowledge of plays to judge 
truly whether one is well constructed, but any boy or girl of reason- 
able honesty can listen to a play, and then by looking into his or 
her own heart tell whether that play has a good subject. The sub- 
ject of a play is its most important factor. 

The greatest dramatists of every time and nation have always 
written with a feeling if not witha sure knowledge that the theatre 
was a place for the realization of ideals. The lessons from the plays 
that have lived, and from those that presumably will live, are always 
lessons that make the auditors stronger in their resolutions to do right 
themselves, and more charitable in their judgment of their fellow-men 
who have apparently done wrong. — 

Lessons learned in a theatre from a play are more agreeably learned 
than lessons in other ways and are remembered more vividly. A book 
speaks to the mind through the eye. A teacher speaks to the mind 
through the ear. The play in the theatre speaks to the mind through 
both the eye and the ear, by action and by word, and very often, 
when the play is accompanied by appropriate music, it speaks through 
a medium that is neither word nor action, and which, ignoring the 
reason, goes directly to the emotions, or as we say “to the heart,” and 
the message is thereby three-fold. , : 

The heart learns more quickly than the mind and remembers 
longer. 
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F. F. MACKAY: IS THE STAGE AN EDUCATOR ? 

It is generally conceded that a study of history teaches the phi- 
losophy of political economy and social union. 

A distinguished statesman once said, “I know of no way of judging 
the future but by the past.” 

Shakespeare says, “The purpose of playing, both at the first and 
now, was and is, to hold, as ’twere, the mirror up to nature; to show 
virtue her own feature; scorn her own image; and the very age and 
body of the time his form and pressure.” We may deduce from this 
proposition that the stage, when properly guided in the production 
of properly constructed plays, based upon the principles enunciated 
by Shakespeare in the above sentence, should be and is an educator. 

We may gather from Shakespeare’s statement as to the purpose 
of playing, that he did not contemplate what is now called “the prob- 
lem drama.” Whether such dramas are educational in their last 
analysis is a question yet to be solved, for it runs into the question 
of psychology, and the psychology of the human being is affected 
continuously by impressions from environments. But when a play 
presents the age and body of the time, by which we understand the 
manners and customs of the period, we then have a work of reference 
from which we may deduce precedents worthy of emulation, or faults 
and defects in manners and customs to be avoided. 

The word “education” means a leading out of the human mind in 
any given direction. A man may be educated in languages; he may 
be educated in the general philosophy of life, and through his knowl- 
edge of the philosophy of life he may deduce a correct system of 
morals or honesty toward his fellow men. While men are governed 
largely by impressions from environments, which sometimes control 
and diminish the force of heredity, they are very apt to be governed 
and directed by the last impressions made upon the mind. 

The stage, at the present time, does not present, in the majority of 
performances given, a very elevating character of plays. It is true 
that at the present time more of Shakespeare’s plays are occupying 
the stage than those of any other author, ancient or modern; stil] they 
do not occupy a sufficient space in the dramatic season of the United 
States to control and direct the educational force of which the proper 
dramatic play is capable. 

It is contended that the theatre should be a oink of amusement. 
Against this proposition no reasonable man will protest if the amuse- 
ment is governed by the principle that in the world of amusement 
everything is legitimate that entertains and does not demoralize. 

Upon this principle one may visit the theatre and witness the play 
of “Hamlet,” or he may go to the circus and witness the tumblings 
and “jigs” of the clown; but, in either case, he will carry away an im- 
pression that is educational in its effect, for it will largely influence, 
not only his future actions, but his forms of speech. In either case, 
whether we witness a graceful and truthful portrayal of the thoughts 


THE STAGE AS AN EDUCATOR 295 


and philosophy of Shakespeare in the drama of “Hamlet,” or whether 
we look at the tumblings and listen to the jokes of the clown, we find 
ourselves, after the play is over, quoting the thoughts of one or doing 
the gymnastics of the other. A happy blending of these two effects 
might be very efficient in developing the intellectual and the physical 
forces of the man. The old Roman motto “A sound mind in a sound 
body” is just as applicable to a healthful condition of society to-day 
as it was when first uttered. 

We have some very clever dramatic authors in America, and there 
are, no doubt, many clever plays lying upon the shelf and waiting 
the favorable moment for their production by the authors; but unless 
the plays are extremely sensational, or made up of very light mental 
pabulum, the managers of the present day do not think it profitable 
to produce them. It is true the stage, or the theatre, is not the place 
for scientific or purely intellectual lectures; but there is no reason 
why the clever dramatist should not be able to present the virtues and 
follies of society in such form as to be at once interesting, amusing, 
and instructive; as he has done in countless instances in the past 
and will do in the future. 

From the very earliest ages the drama has been considered educa- 
tional, and in the time of Shakespeare even, men and women went to 
the theatre to listen to the intellectual force presented by Shakespeare, 
Jonson, Beaumont, Fletcher, Webster, and that class of men. The 
intellectual force of the litterateurs of that time was largely presented 
in dramas, for the libraries were not as rich in volumes as they are 
to-day and people went to the theatre for instruction as well as amuse- 
ment. Indeed the ancient Greeks and Romans taught their philos- 
ophy and their morals largely through the theatre, of which Atschy-. 
lus, Sophocles, Euripides, and Aristophanes are most notable examples. 
If, then, the present dramatic authors would comply with the rule laid 
down by Shakespeare, that “the purpose of playing, both at the first 
and now, was and is, to hold the mirror up to nature,” the patrons of 
the drama would find cause for reflection.. Reflection is the power that 
holds down and guides perception. So if people could see, as it 
were, in a mirror a reflection of their society, there might be engen- 
dered a power for improving their present and future conduct of life 
by the lesson of such presentations. A view of their follies might 
be amusing, and a presentation of their faults might teach them how 
to improve. This would be educational. A rdle which the stage has 
often filled, and might do so more often. 


OUR STAGE TO-DAY. 


By Henry Artuur Jones, M. A. (Harvarp). 


something apart from the drama, has a far tighter hold upon 

all classes in America than in England; it is much more of an 

institution, less of an after-dinner entertainment. Its popu- 
larity in all the large cities is enormous, and is constantly growing. 

It would be interesting to compare the nightly receipts taken to 
witness plays, as distinct’ from variety entertainments, in the large 
cities of America, with the nightly receipts taken to witness plays, as 
distinct from variety entertainments, in the large cities of England. 
The result would, I doubt not, be enormously in favor of America. This 
is, of course, only an outward and visible sign, which may, or may 
not, be allied to an inward and spiritual grace. But I do not think 
any impartial observer can doubt that the average American audience 
has a somewhat different attitude towards a play from that which is 
characteristic of the average English audience; there is more elec- 
tricity ir the air, more alertness, and what strikes one most of all, the 
American audience shows no suspicion of ill-temper. 

I have been present at one or two first-night failures in New York; 
the audience were evidently not pleased with the play. Strange to 
say, they did not boo or hiss! Some of them quietly left the theatre, 
the others quietly remained to the end, and gave a courteous, but not 
an enthusiastic, reception to the actors. This customary first-night 
politeness does not save bad or unpopular plays; but it gives a chance 
of success to those plays of merit which, amongst the thousand 
eaprices of production, may, for some reason or other, fail to please 
on the first night. I believe this urbane spirit amongst first-night 
audiences is of great value to the development of the drama. It 
allows, and encourages, experiment; and, accordingly, we find, among 
many other encouraging signs of intellectual advance on the Ameri- 
can stage, that plays by writers like Ibsen and Maeterlinck have com- 
paratively long and prosperous runs. 

In America, as in England, one great crying ead is felt by all 
who know and can judge what schools of acting mean, by all who have 
watched the results of such training as is given at the Théatre 
Frangais, such as was given in our old provincial stock companies. 
I mean the need of a training school, which also gives to actors 
constant and varied practice before the public. Those who are curious 
to know what such training means to a dramatic author may be 
asked to watch carefully the methods and resources, say, of Lionel 
Brough or of Mrs. Charles Calvert, on the English stage; or, indeed, 
of any actors who were trained in the old school. In America, as 
in England, the absence ef such a school of training must be appar- 
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ent to any one who is really acquainied with the very great art 
of acting. But stock companies are still numerous in outlying Amer- 
ican cities, and send valuable recruits to the metropolitan stage. And, 
further, American actors gain in breadth, if, perhaps, they lose in 
finish, by having to speak on larger stages. 

An interesting experiment, one that may go a little way to counter- 
act the baneful effect on actors of long runs, is that which is some- 
times made on the American stage, of interchanging réles. I had the 
great delight of watching the original Mrs. Dane in England, and 
the original Mrs. Dane in America, as they alternated their parts in 
successive performances. Miss Ashwell’s fine and moving performance 
is admired equally in New York as in London, and she was most 
enthusiastically received. Miss Margaret Anglin’s performance was 
on rather different lines, but was equally admirable and powerful. 
America has a fine tragic actress in Margaret Anglin. All her per- 
formances show great power and distinction; she shines in comedy 
as in tragedy. This experiment of alternating réles is one that might, 
perhaps, be copied on the London stage; sometimes with conspicuous 
advantage to one of the actors; sometimes with considerable enlight- 
enment to the audience; sometimes, I think, in bare justice to the 
author. It might pave the way to another custom that one would like 
to see introduced: that is, the appearance of a leading actor or actress 
in modern réles which have been “created” (to use the quaint phrase- 
ology in vogue) by other leading actors and actresses. 

We constantly see the great French actresses and actors appearing in 
modern roles which have been “created” by other French actors and ac- 
tresses. To name one instance in a hundred, we were given a chance of 
seeing Sarah Bernhardt in Frangillon almost immediately after it had 
been “created” by Bartet—recently, we have seen the great Coquelin in a 
quite secondary part in a modern comedy after it had been “created” 
by another actor in Paris. What a lesson in acting, and in modesty! 
I tremble to think what would happen to the English author who 
would dare to ask an (imaginary) English actor of Coquelin’s stand- 
ing: “Will you please play this quite secondary and quite unsympa- 
thetic réle in my play for a few performances?” Yet how Coquelin 
scored! A short time ago a revival of a successful English comedy 
was contemplated; the leading part was offered to a leading English 
actor, but was refused on the grounds that he could not afford to 
play the part, as Mr. (another leading English actor) had 
“created” it. Surely the custom of interchanging parts on the stage 
could not be other than illuminating. 

I have now touched upon the main facts that struck me as an 
English visitor to the American theatres. But these facts and tend- 
encies of the American theatre are of quite secondary import and 
significance when compared with the rapid progress of two move- 
ments recently started in circles somewhat outside and apart from 
the general body of the playgoing public. If any one were asked to 
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name the reason that the French have a national drama and the 
English have none, he would say: “The French drama is a part 
of French literature, and is honored as a fine art; the English 
drama is considered as an amusement pure and simple, is judged on 
that level, and is not suspected’ by English playgoers to be a fine art.” 

In America, two recent movements go to indicate the progress of 
the national drama and its elevation into a fine art. There is in all 
the large cities a very definite movement towards the establishment 
and endowment of a_national theatre. Americans have a relentless 
habit of getting things done. They are wisely and generously 
receptive in matters of art. A great sum of money will be spent 
to endow this national theatre. It will attract all the best talent in 
acting and authorship of the English-speaking race. If wisely man- 
aged, it. will inevitably become the leading theatre where English is 
spoken. In other cities—outside New York—Chicago, for instance,— 
a repertoire theatre is already in working order, and receives gratify- 
ing and increasing support. — 

A like movement is afoot in Boston and the other large cities. 
But national theatres are mere mausoleums of the drama, as cathe- 
drals are mere mausoleums of religion, unless a live flame of spiritual 
impulse lights them up. This live flame of interest in the drama 
seems to be already kindled in America. 

In the leading American universities, in Harvard and Yale, the 
greatest interest is taken_in modern drama. Professor Baker at 
Harvard, and ME ng «ee at Yale, have wisely led and encour-_ 
aged this interest in their students. I believe that the action of 
Professor Baker and Professor Phelps will have lasting results upon 
the future national American drama. Already an outside popular 
supplementary interest has been created. But it is not only in the 
universities that a serious intellectual inquiry has been raised con- 
cerning the modern drama. The action of Professor Baker and 
Professor Phelps has incidentally aroused a keen interest in the 
modern drama in all the schools and colleges of America. And this, 
in its turn, has started a demand for the modern printed drama among 
the general playgoers of America. Now an interest in the printed 
drama, a continual study of the modern plays in actual vogue, is our 
chief security against all kinds of imposture on the stage. This is 
the second movement that is nascent among American playgoers, their 
interest in modern printed dramas. It is allied to, it is chiefly 
derived from, the new interest that has recently been quickened in the 
American universities, 


ELEONORA DUSE. 


By Artuur SYMONS. 


LEONORA DUSE is a great artist, the type of the artist, and 
1D it is only by accident that she is an actress. Circumstances 
having made her an actress, she is the greatest of living 
actresses; she would have been equally great in any other 
art. She is an actress through being the antithesis of the actress; not, 
indeed, by mere reliance upon nature, but by controlling nature into 
the forms of her desire, as the sculptor controls the clay under his 
fingers. She is the artist of her own soul, and it is her force of will, 
her mastery of herself, not her abandonment to it, which make her 
what she is. 

A great, impersonal force, rushing towards the light, looking to 
every form of art for help, for sustenance, for inspiration; a soul 
which lives on the passionate contemplation of beauty, of all the 
forms of beauty, without preference for Monteverde or Rodin, for 
Dante or Leonardo; an intelligence alert to arrest every wandering 
idea that can serve it; Duse seems to live in every nerve and brain- 
cell with a life which is sleepless and unslackening. She loves art 
so devotedly that she hates the mockery of her own art, in which 
disdain forces her to be faultless; hating the stage, wondering why 
some one in the audience does not rise from his seat, and leap upon 
the stage, and cry, “Enough of this!” she acts half mechanically, 
with herself, pulling up all the rags of her own soul, as she says, and 
flinging them in the face of the people, in a contemptuous rage. 
When she is not on the stage she forgets the stage; if, in the street, 
some words of one of her parts come to her with a shiver, it is some 
passage of poetry, some vivid speech in which a soul speaks. Why she 
acts as she does, and how she succeeds in being so great an artist 
while hating her art, is her secret, she tells us; hinting that it is 
sorrow, discontent, thwarted desires, that have tortured and exalted 
her into a kind of martyrdom of artistic mastery, on the other side 
of which the serenity of a pained but indomitable soul triumphs. 

To those who have seen Duse only across the footlights, Duse must 
be impenetrable, almost the contradiction of herself. As one talks 
with her one begins to realize the artist through the woman. There 
is in her.a sombre and hypnotic quietude, as she broods in medita- 
tion, her beautiful, firm hand grasping the arm of the chair with- 
out movement, but so tightly that the knuckles grow rigid; her body 
droops sideways in the chair, her head rests on her other hand, the 
eyes are like a drowsy flame; the whole body thinks. Her face is sad 
with thought, with the passing over it of all the emotions of the world, 
which she has felt twice over, in her own flesh and in the creative 
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energy of her spirit. Her stillness is the stillness of one in the act 
to spring. There is no transition from the energy of speech to the 
energy of silence. When she speaks, the words leap from her lips one 
after another, hurrying, but always in colored clothes, and with beauti- 
ful movements. As she listens silently to music, she seems to remem- 
ber, and to drink in nourishment for her soul, as she drinks in perfume, 
greedily, from flowers, as she possesses a book or a picture, almost with 
violence. I have never seen a woman so passionate after beauty. I 
have never seen a woman so devoured by the life of the soul, by the 
life of the mind, by the life of the body. 

When she talks intently with some one whose ideas interest her, 
she leaves her chair, comes and sits down quite close, leans over till 
her face almost touches one’s face, the eyes opening wider and wider 
until one sees an entire rim of white about the great brown pupils; 
but, though she occasionally makes a gesture, she never touches one, 
never lays her hand on one’s sleeve; remains impersonal, though so 
close. Her intent eyes see nothing but the ideas behind one’s fore- 
head; she has no sense of the human nearness of body to body, 
only of the intellectual closeness of soul to soul. She is a woman 
always, but she is a woman almost in the abstract; the senses are 
asleep, or awake only to give passion and substance to the disem- 
bodied energy of the intellect. When she speaks of beautiful things 
her face takes light as from an inner source; the dark and pallid 
cheeks curve into sensitive folds, the small, thin-lipped mouth, scarcely 
touched with color, grows half tender, half ironical, as if smiling at 
its own abandonment to delight; an exquisite tremor awakens in it, 
as if it brushed against the petal of a flower, and thrilled at the con- 
tact; then the mouth opens, freely, and the strong white teeth glitter 
in a vehement smile. 

I have seen her before a Rodin, a Whistler, and a Turner. As 
she handled the little piece of clay, in which two figures, suggested, 
not expressed, embrace passionately, in a tightening quiver of the 
whole body, which seems to thrill under one’s eyesight, it seemed as if 
force drank in force until the soul of the woman passed into the 
clay, and the soul of the clay passed into the woman. As she stood 
before the portrait of Carlyle, which she had never seen, though a 
photograph of it goes with her wherever she goes, there was the 
quietude of content, perfect satisfaction, before a piece of ardent 
and yet chastened perfection. As she moved about the room of the 
Turners, in the National Gallery, it was with little cries, with a sort 
of unquiet joy. “The dear madman!” she repeated, before picture 
after picture, in which a Venice, so false to the Venice which she — 
knew, so true to a Venice which had been actually thus seen, rose up 
like a mist of opals, all soft flame and rushing light. And, her eyes 
full of that intoxication, she almost ran out of the gallery, refusing 
to look to right or left, that she might shut down her eyelids upoy 
their vision. 
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Here are a few of her words, written down from memory, as nearly 
as I can in the way she said them; but how empty, as I see them 
written down, of the color and life of the words themselves! 


“To save the theatre, the theatre must be destroyed, the actors 
and actresses must all die of the plague. They poison the air, they 
make art impossible. It is not drama that they play, but pieces for 
the theatre. We should return to the Greeks, play in the open air; 
the drama dies of stalls and boxes ‘and evening dress, and people 
who come to digest their dinner. 

“The one happiness is to shut one’s door upon a little room, with 
a table before me, and to create; to create life in that isolation 
from life. 

“We must bow before the poet, even when it seems to: us that he 
does wrong. He is a poet, he has seen something, he has seen it in 
that way; we must accept his vision because it is vision. 

“Since Shakespeare and the Greeks there has been no great drama- 
tist, and these gathered up into themselves the whole life of the 
people and the whole work of their contemporaries. When we sa; 
Shakespeare we mean all the Elizabethan drama. Ibsen? Ibsen is 
like this room where we are sitting, with all the tables and chairs. Do 
I care whether you have twenty or twenty-five links on your chain? 
Hedda Gabler, Nora, and the rest: it is not that I want! I want 
Rome and the Coliseum, the Acropolis, Athens; I want beauty, and 
the flame of life. Maeterlinck? I adore Maeterlinck. Maeterlinck 
is a flower. But he only gives me figures in a mist. Yes, as you say, 
children and spirits. 

“T have tried, I have failed, I am condemned to play Sardou and 
Pinero. Some day another woman will come, young, beautiful, a 
being all of fire and flame, and will do what I have dreamed; yes, I 
am sure of it, it will come; but I am tired, at my age I cannot begin 
over again. Ah, my dear friend [to Dolmetsch] how happy you are 
here. What are those boards up there? You have had them for 
twelve years, you say, and they are ripening to be made into instru- 
ments; they are only boards now, one day they will sing. My head is 
full af old boards like that. 

“Rossetti is like a perverse young man who has been nicely brought 
up: he does not give himself up to it, he ig only half himself. Look 
at Watts’s portrait: the fine, mad eyes, and then the weak and heavy 
chin. The eyes desire some feverish thing, but the mouth and chin 
hesitate in pursuit. All Rossetti is in that story of the MS. buried 
in his wife’s coffin. He could do it, he could repent of it; but he 
should have gone and taken it back himself: he sent his friends! 

“Rossetti’s Italian verse, how can I give you an idea of it? Sup- 
pose a blind man, and one puts before him a bouquet of flowers, 
and he smells it, and says: ‘This is jasmine, and this is a rose, but he 
gays it like one who does not know flowers. 
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“At Athens, in the Museum, there is the mask of a tragic actress; 
the passion of sorrow, seen for a moment on the face of a woman 
on the stage, is engraved into it, like a seal. In Rome, quite lately, 
they have found a bronze head, which has lain under water for 
centuries; the features are almost effaced, but it is beautiful, as if 
veiled; the water has passed over it like a caress. 

“T have known Wagner in Venice, I have been in Bayreuth, and 
I saw in Wagner what I feel in his music, a touch of something a 
little conscious in his supremacy. Wagner said to himself: ‘I will do 
what I want to do, I will force the world to accept me’; and he 
succeeded,. but not in making us forget his intention. The music, 
after all, never quite abandons itself, is never quite without self- 
consciousness, it is a tremendous sensuality, not the unconsciousness 
of passion. When Beethoven writes music he forgets both himself 
and the world, is conscious only of joy, or sorrow, or the mood which 
has taken him for its voice. 

“Do you remember what Flaubert, that little priest, said of 
Shakespeare? ‘If I had met Shakespeare on the stairs, I should 
have fainted.’ The people I would like to have met are Shakespeare 
and Velasquez. 

“Could I live without the stage? You should not have said that. 
I have passed three years without acting. I act because I would 
rather do other things. If I had my will I would live in a ship on - 
the sea, and never come nearer to humanity than that.” 


The face of Duse is a mask for the tragic passions, a mask which 
changes from moment to moment, as the soul models the clay of the 
body after its own changing image. Imagine Rodin at work on a 
lump of clay. The shapeless thing awakens under his fingers, a vague 
life creeps into it, hesitating among the forms of life; it is desire, 
waiting to be born, and it may be born as pity or anguish, love 
or pride; so fluid is it to the touch, so humbly does it await the acci- 
dent of choice. The face of Duse is like the clay under the fingers of 
Rodin. But with her there can be no choice, no arresting moment 
of repose; but an endless flowing onward of emotion, like tide flowing 
after tide, moulding and effacing continually. Watch her in that 
scene of “La Dame aux Camélias,” where Armand’s father pleads 
with Marguerite to give up her lover for the sake of her love. She 
sits there quietly beside the table, listening and saying nothing, think- 
ing mournfully, debating with herself, conquering herself, making 
the great decision. The outline of the face is motionless, set hard, 
clenched into immobility; but within that motionless outline every 
nerve seems awake, expression after expression sweeps over it, each 
complete for its instant, each distinct, each like the finished expres- 
sion of the sculptor, rather than the uncertain forms of life, as ther 
appear to us in passing. The art of the avtor, it is supposed, is to 
give, above all things, this sense of the passing moment, and to give 
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it by a vivacity in expression which shall more than compete with 
life itself. That is the effective thing; but what Duse does is, after 
all, the right thing. We have rarely, in real life, the leisure to watch 
an emotion in which we are the sharers. But there are moments, 
in any great crisis, when the soul seems to stand back and look out 
of impersonal eyes, seeing things as they are. At such moments 
it is possible to become aware of the beauty, the actual plastic beauty, 
of passionate or sorrowful emotion, as it interprets itself, in all its 
succession of moods, upon the face. ‘At such moments, as at the 
supreme moment of death, all the nobility of which a soul is capable 
comes transformingly into the body; which is then, indeed, neither 
the handmaid, nor the accomplice, nor the impediment of the soul, 
but the soul’s visible identity. The art of Duse is to do over again, 
consciously, this sculpture of the soul upon the body. 

The reason why Duse is the greatest actress in the world is that 
she has a more subtle nature than any other actress, and that she 
expresses her nature more simply. All her acting seems to come 
from a great depth, and to be only half telling profound secrets. No 
play has ever been profound enough, and simple enough, for this 
woman to say everything she has to say in it. When she has thrilled 
one, or made one weep, or exalted one with beauty, she seems to be 
always holding back something else. Her supreme distinction comes 
from the kind of melancholy wisdom which remains in her face after 
the passions have swept over it. Other actresses seem to have heaped 
up into one great, fictitious moment all the scattered energies of 
their lives, the passions that have come to nothing, the sensations that 
have withered before they flowered, the thoughts that have never 
quite been born. The stage is their life; they live only for those 
three hours of the night; before and after are the intervals between 
the acts. But to Duse those three hours are the interval in an 
intense, consistent, strictly personal life; and, the interval over, she 
returns to herself, as after an interruption. 

And this unique fact makes for her the particular quality of her 
genius. When she is on the stage she does not appeal to us with the 
conscious rhetoric of the actress; she lets us overlook her, with an 
unconsciousness which study has formed into a second nature. When 
she is on the stage she is always thinking; at times, when the play- 
ing of her part is to her a mere piece of contemptuous mechanism, 
she thinks of other things, and her acting suddenly becomes acting, 
as in “Fedora” and all but the end of “The Second Mrs. Tanqueray.” 
At every moment of a play in which emotion becomes sincere, intel- 
ligent, or in which it is possible to transform an artificial thing into 
reality, she is profoundly true to the character she is representing, by 
being more and more profoundly herself. Then it is Magda, or 
Gioconda, or Marguerite Gautier who thinks, feels, lives, endures 
love and anguish and shame and happiness before us; and it is 
Magda, or Gioconda, oréMarguerite Gautier because it is the primary 
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emotion, the passion itself, everything in it which is most personal 
because it is most universal. 

To act as Duse acts, with an art which is properly the antithesis 
of what we call acting, is, no doubt, to fail in a lesser thing in order 
to triumph in a greater. Her greatest moments are the moments of 
most intense quietness; she does not send a shudder through the 
whole house, as Sarah Bernhardt does, playing on one’s nerves as on 
a violin. “Action,” with her as with Rimbaud, “is a way of spoiling 
something,” when once action has mastered thought, and got loose to 
work its own way in the world. It is a disturbance, not an end in 
itself; and the very expression of emotion, with her, is all a restraint, 
the quieting down of a tumult until only the pained reflection of it 
glimmers out of her eyes, and trembles among the hollows of her 
cheeks. Contrast her art with the art of Irving, to whom acting is 
at once a science and a tradition. To Irving, acting is all that the 
word literally means; it is an art of sharp, detached, yet always 
delicate movement; he crosses the stage with intention, as he inten- 
tionally adopts a fine, crabbed, personal, highly conventional elocution 
of his own; he is an actor, and he, acts, keeping nature, or the too 
‘close semblance of nature, carefully out of his composition. He has 
not gone to himself to invent an art wholly personal, wholly new; his 
acting is no interruption of an intense inner life, but a craftsman- 
ship into which he has put all he has to give. It is an art wholly 
rhetoric, that is to say, wholly external; his emotion moves to slow 
music, crystallizes into an attitude, dies upon a long-drawn-out word. 
~ And it is this external, rhetorical art, this dramatized oratory, that 
we have always understood as acting, until Duse came upon the 
stage with new ideas and a new method. At once rhetoric disap- 
peared, with all that is obvious in its loss, as well as what is some- 
what less obviously gained by it. Duse’s art, in this, is like the 
art of Verlaine in French poetry; always suggestion, never statement, 
always a renunciation. It comes into the movement of all the arts, 
as they seek to escape from the bondage of form, by a new, finer 
mastery of form, wrought outwards from within, not from without 
inwards. And it conquers almost the last obstacle, as it turns the 
one wholly external art, based upon mere imitation, existing upon 
the commonest terms of illusion, triumphing by exaggeration, into 
an art wholly subtle, almost spiritual, a suggestion, an evasion, a 
secrecy. 


PANTOMIME AND DANCING. 


By Artuur Symons. 


\ 


T might be contended that in the art of the theatre an absolute 
if criticism can admit nothing between pantomime and the poetic 
drama. In these two extremes, drama in outline and drama 
elaborated to the final point, the appeal is to the primary emo- 
tions, and with an economy and luxuriance of means, each of which 
i8 in its own way inimitable. It is an error to believe that panto- 
mime is merely a way of doing without words, that it is merely 
the equivalent of words. Pantomime is thinking overheard. It be- 
gins and ends before words have formed themselves, in a deeper 
consciousness than that of speech. And it addresses itself, by the 
artful limitations of its craft, to universal human experience, know- 
ing that the moment it departs from those broad lines it will become 
unintelligible. It risks existence on its own perfection, as the rope- 
dancer does, to whom a false step means downfall. And it appeals, 
perhaps a little too democratically, to people of all nations. Becom- 
ing aristocratic, getting sheer through the accidents of life without 
staying by the way in the manner of the realistic drama, it adds the 
beauty of primary emotions, and is the poetic drama. Between lie 
the non-essentials, a kind of waste. 

All drama, until one comes to the poetic drama, is an imitation 
of life, as a photograph is an imitation of life; and for this 
reason it can have, at the best, but a secondary kind of im- 
aginative existence, the appeal of the mere copy. To the poetic 
drama nature no longer exists; or rather, nature becomes, as it 
has been truly said nature should become to the painter, a diction- 
ary. Here is choice, selection, combination: the supreme interference 
of beauty. Pantomime, in its limited way, is again no mere imita- 
tion of nature: it is a transposition, as an etching transposes a 
picture. It observes nature in order that it may create a new form 
for itself, a form which, in its enigmatic silence, appeals straight to 
the intellect for its comprehension, and, like ballet, to the intellect 
through the eyes. 

And pantomime has that mystery which is one of the requirements 
of true art. To watch it is like dreaming. How silently, in dreams, 
one gathers the unheard sound of words from the lips that do but 
make pretence of saying them! And does not every one know that 
terrifying impossibility of speaking which fastens one to the ground 
for the eternity of a second, in what is the new, perhaps truer, com- 
putation of time in dreams? Something like that sense of suspense ~ 
seems to hang over the silent actors in pantomime, giving them a 
nervous exaltation which has its subtle, immediate effect upon us, in 
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tragic or comic situation. The silence becomes an atmosphere, and 
with a very curious power of giving distinction to form and motion. 

I do not see why people should ever break silence on the stage 
except to speak poetry. Here, in pantomime, you have a gracious, 
expressive silence, beauty of gesture, a perfectly discreet appeal to 
the emotions, a transposition of the world into an elegant, accepted 
convention: in a word, all the outlines of the picture, Poetry comes, 
not only looking beautiful, not only excluding what should not be 
there, but saying beautiful things, the only things worth saying when 
once words begin to be used, not for their mere utility (the ordering 
of dinner, a bargain, the arrangement of one’s affairs), but for their 
beauty in a form of art. Here is the picture completed, awaiting 
only, for its ideal presentment, the interpretative accompaniment of 
music, which Wagner will give it, in what is so far the most com- 
plete form of art yet realized. 


THE STAGE AND DANCING. } 

The abstract thinker, to whom the question of practical morality is 
indifferent, has always loved dancing, as naturally as the moralist 
has hated it. The Puritan, from his own point of view, is always 
right, though it suits us, often enough, for wider reasons, to deny 
his logic. The dance is life, animal life, having its own way pas- 
sionately. Part of that natural madness which men were once wise 
enough to include in religion, it began with the worship of the dis- 
turbing deities, the gods of ecstasy, for whom wantonness, and wine, 
and all things in which energy passes into an ideal excess, were 
sacred. It was cast out of religion when religion cast out nature: 
for, like nature itself, it is a thing of evil to those who renounce 
instincts. From the first it has mimed the instincts. It can render 
birth and death, and it is always going over and over the eternal 
pantomime of love; it can be all the passions, and all the languors; 
but it idealizes these mere acts, gracious or brutal, into more than a 
picture; for it is more than a beautiful reflection, it has in it life 
itself, as it shadows life; and it is farther from life than a picture. 
Humanity, youth, beauty, playing the part of itself, and consciously, 
in a travesty, more natural than nature, more artificial than art: but 
we lose ourselves in the boundless bewilderments of its contradictions. 

The dance, then, is art because it is doubly nature: and if nature, 
as we. are told, is sinful, it is doubly sinful. A waltz, in a drawing- 
room, takes us suddenly out of all that convention, away from those 
guardians of our order who sit around the walls, approvingly, un- 
consciously; in its winding motion it raises an invisible wall about 
us, shutting us off from the whole world, in with ourselves; in its 
fatal rhythm, never either beginning or ending, slow, insinuating, 
gathering impetus which must be held back, which must rise into 
the blood, it tells us that life flows even as that, so passionately and 
so easilv and so inevitably; and it is possession and abandonment, 
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the very pattern and symbol of earthly love. Here is nature (to be 
renounced, to be at least restrained) hurried violently, deliberately, 
to boiling point. And now look at the dance, on the stage, a mere 
spectator. Here are all these young bodies, made more alluring by 
an artificial heightening of whites and reds on the face, displaying, 
employing, all their natural beauty, themselves full of the sense of 
joy in motion, or affecting that enjoyment, offered to our eyes like 
a bouquet of flowers, a bouquet of living flowers, which have all the 
glitter of artificial ones. As they dance, under the changing lights, 
so human, so remote, so desirable, so evasive, coming and going to 
the sound of a thin, heady music which marks the rhythm of their 
movements like a kind of clinging drapery, they seem to sum up in 
themselves the appeal of everything in the world that is passing, and 
colored, and to be enjoyed; everything that bids us take no thought 
for the morrow, and dissolve the. will into slumber, and give way 
luxuriously to the delightful present. 

How fitly then, in its very essence, does the art of dancing sym- 
bolize life; with so faithful a rendering of its actual instincts! And 
to the abstract thinker, as to the artist, all this really primitive feel- 
ing, all this acceptance of the instincts which it idealizes, and out of 
which it makes its own beauty, is precisely what gives dancing its 
pre-eminence among the more than imitative arts. The artist, it is 
indeed true, is never quite satisfied with his statue which remains 
cold, does not come to life. In every art men are pressing forward, 
more and more eagerly, farther and farther beyond the limits of their 
art, in the desire to do the impossible: to create life. Realizing all 
humanity to be but a masque of shadows, and this solid world an 
impromptu stage as temporary as they, it is with a pathetic desire 
of some last illusion, which shall deceive even ourselves, that we 
are consumed with this hunger to create, to make something for our- 
selves, of at least the same shadowy reality as that about us. The art 
of the ballet awaits us, with its shadowy and real life, its power of 
letting humanity drift into a rhythm so much of its own, and with 
ornament so much more generous than its wont. 

And something in the particular elegance of the dance, the scenery; 
the avoidance of emphasis, the evasive, winding turn of things; and, 
above all, the intellectual as well as sensuous appeal of a living sym- 
bol, which can but reach the brain through the eyes, in the visual, 
concrete, imaginative way; has seemed to make the ballet concentrate 
in itself a good deal of the modern ideal in matters of artistic ex- 
pression. Nothing is stated, there is no intrusion of words used for 
the irrelevant purpose of describing; a world rises before one, the pic- 
ture lasts only long enough to have been there: and the dancer, with 
her gesture, all pure symbol, evokes, from her mere beautiful motion, 
idea, sensation, all that one need ever know of event. There, before 
you, she exists, in harmonious life; and her rhythm reveals to you 
the soul of her imagined being. 


THE EARLIEST ATTACK ON THE ENGLISH STAGE. 


By Joun NortTHBROOKE. 


Norz.—The following throws an interesting side light on the article, ‘‘The Drama before 
Shakespeare.” See page 265. 

HE book described below is the earliest attack published in 

| English against plays and the performances of them in public, 

preceding the more noted assault from Stephen Gosson by — 

about six months. It is inferred that Northbrooke’s “Treat- 

ise,” as far as regards plays and players, was provoked by the recent 
building of two theatres seeing that he mentions the members by name. 

His attack runs in the form of a dialogue between youth and age. 
It commences with a dissertation against idleness, and it is not until 
p. 28 that the disputants begin to consider the effects of “vaine 
plaies and enterludes.” 

Youth asks the opinion of Age “touching Plaies and Plaiers, which 
are commonly used and much frequented, especially here in this 
noble and honourable citie of London.” 

Age goes at large into the question, mentioning how theatres “with 
other such lyke places besides” (alluding perhaps to the playhouse 
which had just been constructed in Blackfriars), and gathering indig- 
nation as he proceeds. Finally he bursts out: “Truly, you may see 
dayly what multitudes are gathered together at these Plaies, of all 
sorts, to the great displeasure of almighty God and danger of their 
souls.” Each of his arguments he follows up with a battery of cita- 
tions from St. Chrysostom, St. Ambrose, St. Augustine, and other 
fathers of the Church. When youth ventures to urge “that many 
times they played histories out of the Scriptures,” his indignation ecul- 
minates against such people, as on that account contend that “Plaies 
are as good as sermons.” “Many,” he adds, “can tarrie at a vayne 
Plaie two or three Hours, when as they will not abide scarce one 
Houre at a Sermon.” ‘ 

His definition of Tragedy and Comedy will also bear repetition: “A 
Tragedie is properlie a kinde of Plaie, in the which, calamities & 
miserable endes of Kyngs, Princes and great Rulers are described & 
set forth, and it hath for the most part, a sadde and heauie begin- 
ning and ending. A Comedie hath in it, humble & private persons, 
it beginneth with turbulent & troublesome matters, but it hath a 
merrie ende.” 


From “A Treatise wherein Dicing, Dauncing, Vaine Plaise or Enterludes with other idle 
pastimes, etc., commonly used on the Sabbath ay are reproved by the authoritie of the words 
of God and auncient writers. Made Dialoguewise by John orthbrooke, etc. Imprinted at 
London by Thomas Dawson, for George Bishoppe, Anno, 1579. 


STORIES OF THE STANDARD OPERAS. 


By Cuarues ANNESLEY. 


L’APRICAINE. Opera in 5 acts by Meyerbeer. Text by 
E. Scribe, translated by Gumpert. : 
HE first scene is laid in Lisbon. Donna Ines, Admiral Diego’s 
daughter, is to give her hand to Don Pedro, a counsellor of, 
King Emmanuel of Portugal. But she has pledged her faith 
to Vasco da Gama, who has been sent with Diaz, the navigator, 
to double the Oape, in order to seek for a new land, containing 
treasures similar to those discovered by Columbus. Reports have 
reached Lisbon that the whole fleet has. been destroyed, when sud- 
denly Vaaeco da Gama appears before the assembled council of state. 

He eloquently describes the dangers of the unknown seas near the 
Cape and gives an account of the shipwreck, from which he alone 
has escaped. He then places his maps before the council, endeavoring 
to prove that beyond Africa there is another country, yet to be ex- 
plored and conquered. 

Vasco has on his way home picked up a man and a woman of an 
unknown race. Those slaves, however, stubbornly refuse to betray the 
name of their country, and a lively debate ensues between the Grand 
Inquisitor and the younger, more enlightened members of the council, 
as to the course which should be adopted with Vasco. At last, owing 
to the irritation caused by his violent reproaches, fanaticism is vic- 
torious, and instead of being furnished with a ship to explore those 
unknown lands, he is thrown into prison, on the plea of his being a 
heretic, for having maintained the existence of countries which were 
not mentioned in the Holy Scriptures. 

The second act takes place in a cell of the Inquisition, in which 
‘Vasco has been languishing for a month past, in the company of the 
strange slaves Nelusco and Selica. The latter has lost her heart to 
the proud Portuguese, who saved her and her companion from a slave- 
ship. But Vasco is only thinking of Ines, and Nelusco, who honors: 
in Selica not only his Queen, but the woman of his love, tried to stab 
Vasco—the Christian, whom he hates with a deadly hatred. Selica 
hinders him and rouses the sleeping Vasco, who has been dreaming 
of and planning his voyage to the unknown country. 

Selica now shows him on the map the way to her. native isle, and 
he vows her eternal gratitude. His liberty is indeed near at hand, 
for hardly has he given his vow than Ines steps in to announce that 
Vasco is free. She has paid dearly for her lover’s deliverance, how- 
ever, for she has given her hand to Vasco’s rival Don Pedro, who, 

having got all Vasco’s plans and maps, is commissioned by govern- 
ment to set out on the voyage of discovery. 

Ynes has been told that Vasco has forgotten her for Selica the 
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slave. In order to prove his fidelity, our ungrateful hero immediately 
presents her with the two slaves, and Don Pedro resolves to make 
» use of them for his exploration. 

In the third act we are on board of Don Pedro’s ship in the Indian 
seas. Donna Ines is with her husband and Nelusco has been ap- 
pointed pilot. Don Alvar, a member of the council and Don Pedro’s 
friend, warns the latter that Nelusco is meditating treason, for they 
have already lost two ships; but Pedro disregards the warning. A 
typhoon arises, and Nelusco turns the ship again northward. But 
Vasco has found means to follow them on a small sailing vessel; he 
overtakes them and, knowing the spot well where Diaz was ship- 
wrecked, he entreats them to change their course, his only thought 
being Donna Ines’ safety. But Pedro, delighted to have his rival in 
his power, orders him to be bound and shot. Ines, hearing his voice, 
invokes her husband’s mercy. Just then the tempest breaks out, the 
vessel strikes upon a rock and the cannibals inhabiting the neighbor- 
ing country leap on board to liberate their Queen Selica and to mas- 
sacre the whole crew, in the fulfilment of which intention they are, 
however, arrested by Selica. : 

In the following acts Selica resides as Queen on the Isle of Mada- 
gascar. The people render her homage, but her priests demand the 
strangers’ lives as a sacrifice to their gods, while the women are 
condemned to inhale the poisoned perfume of the Manzanillo-tree. 
—In order to save Vasco, Selica proclaims him her husband and 
takes Nelusco as witness, swearing to him that if Vasco is sacrificed 
she will die with him. Nelusco, whose love for his Queen is greater 
even than his hatred for Vasco, vouches for their being man and wife, 
and the people now proceed to celebrate the solemn rites of marriage. 

Vasco, at last recognizing Selica’s great love, and believing Ines 
dead, once more vows eternal fidelity to her, but alas! hearing the 
voice of Ines, who is about to be led to death, he turns pale and Selica 
but too truly divines the reason. 

In the fifth act Selica is resolved to put her rival to death. She 
sends for her, but perceiving Ines’ love, her wrath vanishes, her 
magnanimity soars above her hatred of the Christians, and she orders 
Nelusco to bring Ines and Vasco on board of a ship about to sail 
for Portugal. 

Selica herself, unable to endure life without her beloved one, pro- 
ceeds to the Cape, where the Manzanillo-tree spreads his poisonous 
shade.—Her eyes fastened on the vast ocean and on the white sail 
of the retiring vessel, she inhales the sweet but deadly perfume of 
the blossoms, and the returning Nelusco finds her dying, while an 
unseen chorus consoles her with the thought that in Love’s eternal 
domain all are equal. 
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Aipa. Grand Romantic Opera in 4 acts by Giuseppe Verdi. Text by 
Antonio Ghislanzoni. Translated into German by S. Schanz. 
English version by Kenney. 

The scene of action is alternately Memphis and Thebes, and the 
story belongs to the period when the Pharaohs sat on the throne. 

In the first act. we see the King’s palace at Memphis. Ramphis, 
the High Priest of Pharaoh, announces to the Egyptian General 
Radamés that the Ethiopians are in revolt and that the god- 
dess Isis has decided who shall be leader of the army sent out against 
them. Radamés secretly hopes to be the elected, in order to win the 
Ethiopian slave Aida, whom he loves, not knowing that she is a King’s 
daughter. 

Enter Amneris, daughter of Pharaoh. She loves Radamés without 
his knowledge and so does Aida. Amneris, suspecting this, swears 
to avenge herself, should her suspicion prove correct. 

The King’s messenger announces that Amonasro, the Ethiopian 
King (Aida’s father), is marching to the capital, and that Radamés 
is chosen to conquer the foe. Radamés goes to the temple to invoke 
the benediction of the goddess and to receive the sacred arms. 

In the second act Amneris, in order to test Aida’s feelings, tells 
her that Radamés fell in battle, and finds her doubts confirmed by 
Aida’s terror. Amneris openly threatens her rival, and both hasten 
to receive the soldiers, who return victorious. In Radamés’ suite 
walks King Amonasro, who has been taken prisoner, disguised as 
a simple officer. Aida recognizes her father, and Amonasro telling 
his conqueror that the Ethiopian King has fallen, implores his 
clemency. Radamés, seeing Aida in tears, adds his entreaties to 
those of the Ethiopian; and Pharaoh decides to set the prisoners free, 
with the exception of Aida’s father, who is to stay with his daughter. 
Pharaoh then gives Amneris to Radamés as a recompense for his 
services. 

In the third act Amonasro has discovered the mutual love of his 
daughter and Radamés and resolves to make use of it. While 
Amneris prays in the temple that her bridegroom may give his whole 
heart to her, Amonasro bids his daughter discover the secret of the 
Egyptian war-plans from her lover. Amonasro hides himself, and 
Aida has an interview with Radamés, in which he reveals all to her. 
She persuades him to fly with her, when Amonasro shows himself, 
telling him that he has heard all and confessing that he is the 
Ethiopian King. While they are speaking, Amneris overtakes and 
denounces them. Amonasro escapes with his daughter, Radamés 
remains in the land of Ramphis, the High Priest. 

In the fourth act Radamés is visited in his cell by Amneris, who 
promises to save him from the awful death of being buried alive, if 
he-renounces Aida. But Radamés refuses, though she tells him that 
Aida has fled into her country, her father being slain on their flight. 

Amneris at length regrets her jealousy and repents, but too late! 
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Nothing can save Radamés, and she is obliged to see him led into 
his living tomb. Amneris curses the priests, who close the subter- 
ranean vaults with a rock. Radamés, preparing himself for death, 
discovers Aida by his side. She has found means to penetrate into 
his tomb, resolved to die with her lover. 

While she sinks into his arms, Amneris prays outside for Radamés’ 
peace and eternal happiness. 


Bauto in MascuerRA. A Lyric Drama in 5 acts by Verdi. 
Text by F. M. Piave. 
- The libretto may be explained shortly, as it is almost identical with 
Auber’s “Masked Ball.” 

Count Richard, governor of Boston, is adored by the people but 
hated by the noblemen, who resolve upon his death. He loves Amelia, 
the wife of his secretary and best friend René, who in vain tries to 
warn him of the plots of his enemies, but who faithfully watches over 
his safety. 

An old sorceress of negro blood, Ulrica, is to be banished by the 
decree of the high Judge, but Richard’s page Oscar speaks in her . 
favor, and the Count decides to see her himself and test her tricks. 
He invites his lords to accompany him to the sibyl’s dwelling, and 
orders Oscar to bring him a fisherman’s disguise. His enemies, 
Samuel and Tom, follow him. 

The second act shows Ulrica in her cottage seated at a table, con- 
juring Satan. A crowd of people are around her, amongst them 
Richard in disguise. A sailor, Sylvan, advances first to hear his fate, 
and while Ulrica is prophesying that better days await him, Richard 
slips a roll of gold with a scroll into Sylvan’s pocket and so makes 
the. witch’s words true. Sylvan, searching in his pockets, finds the 
gold and reads the inscription on the scroll: “Richard to his dear 
officer Sylvan,” and all break out into loud praises of the clever 
sibyl. 

A short while after a servant announces Amelia, and the sorceress, 
driving the crowd away, ushers her in, while Richard conceals him- 
self. He listens with delight to the confession of her sinful love 
to himself, against which she asks for a draught, which might enable 
her to banish it from her heart. Ulrica advises her to pluck a magic 
herb at midnight, which grows in the fields where the criminals are 
executed. Amelia shudders but promises to do as she is bidden, while 
Richard secretly vows to follow and protect her. Amelia departs and 
the people flock in again. Richard is the first to ask what is his 
fate. The sibyl reluctantly tells him that his life is to be destroyed 
by the first person who shall touch his hand on this very day. Richard 
vainly offers his hand to the bystanders, they all recoil from him, 
when suddenly his friend René comes in, and heartily shakes Rich- 
ard’s outstretched hand. This seems to break the spell, for every- 
body knows René to be the Count’s dearest friend, and now believes 
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the oracle to be false. Nevertheless Ulrica, who only now recog- 
nizes the Count, warns him once more against his enemies, but he 
laughs at her, and shows the sorceress the verdict of her banishment, 
which however he has cancelled. Full of gratitude Ulrica joins in 
the universal song of praise, sung by the people to their faithful 
_ leader. 

The third act opens on the ghostly field where Amelia is to look 
for the magic herb. She is frozen with horror, believing that she sees 
a ghost rise before her; Richard now turns up, and breaks out into 
passionate words, entreating her to acknowledge her love for him. 
She does so, but. implores him at the same time not to approach her, 
and to remain true to his friend. While they speak René surprises 
them. He has followed Richard to save him from his enemies, who 
are waiting to kill him. Richard wraps himself in his friend’s cloak, 
after having taken René’s promise to lead the veiled lady to the | 
gates of the town without trying to look at her. René swears, but 
fate wills it otherwise, for hardly has Richard departed, when the con- 
spirators throng in, and enraged at finding only the friend, try to tear 
the veil off the lady’s face. René guards her with his sword, but 
Amelia springing between the assailants lets fall her veil, and reveals 
her face to her husband and to the astonished men, thereby bringing 
shame and bitter mockery on them both. René, believing himself 
betrayed by wife and friend, asks the conspirators to meet him in his 
own house on the following morning, and swears to avenge the sup- 
posed treachery. 

In the fourth act in his own house René bids his wife prepare her- 
self for death. He disbelieves in her protest of innocence, but at 
last, touched by her misery, he allows her to take a last farewell of her 
son. When she is gone, he resolves rather to kill the seducer than 
his poor weak wife. When the conspirators enter he astonishes them 
by his knowledge of their dark designs, but they wonder still more, 
when he offers to join them in their evil purpose. As they do not 
agree who it shall be that is to kill Richard, René makes his. wife 
draw the lot from a vase on the table. The chosen one is her own 
husband.—At this moment Oscar enters with an invitation to a 
masked ball from the court. René accepts, and the conspirators decide 
to seize the opportunity to put their foe to death. They are to wear 
blue dominos with red ribbons; their password is “death.” 

The next scene shows a richly decorated ballroom. René vainly 
tries to find out the Count’s disguise, until it is betrayed to him by 
the page, who believes that René wants to have some fun with his 
master. Amelia waylaying Richard implores him to fly, and when 
he disbelieves her warnings, shows him her face. When he recog- 
nizes her, he tenderly takes her hand, and tells her that he too has 
resolved to conquer his passion, and that he is sending her away to 
England with her husband. They are taking a last farewell, but alas! 
fate overtakes Richard in the shape of René, who runs his dagger 
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through him. The crowd tries to arrest the murderer, but the 
dying Count waves them back, and with his last breath tells 
his unhappy friend that his wife is innocent. Drawing forth a 
document and handing it to René, the unfortunate man reads the 
Count’s order to send them to their native country. Richard pardons 
his misguided friend and dies with a blessing on his beloved country. 


BALLO IN MASCHERA, Or GUSTAVUS THE THIRD. Grand Historic Opera 
in 5 acts by Auber. Text by Scribe. 

This opera has had a curious fate, its historical background hav- 
ing excited resistance and given rise to scruples. The murder of a 
king was not thought a fit subject for an opera, and so the libretto 
was altered and spoilt. 

The Italians simply changed the names and the scene of action; 
Verdi composed a new opera from the same matter and succeeded ad- 
mirably; nevertheless Auber’s composition is preferred in Germany, 
Scribe’s libretto being by far the better, while the music is original 
and vivacious, as well as full of pleasant harmony and fine instru- 
mentation. 

The scene is laid in Stockholm in the year 1792. Gustavus the 
Third, King of Sweden, loves the wife of his friend and counsellor 
Ankarstrém, and is loved in return, both struggling vainly against 
this sinful passion. Ankarstrém has detected a plot against the 
King’s life, and warning him, asks that the traitor be punished, but 
Gustavus refuses to listen, trusting in his people and in his friend’s 
fidelity. His minister Kaulbart desires him to condemn a sorceress 
named Arvedson, who is said to be able at will by means of certain 
herbs and potions to cause persons to love or hate each other. The 
King refuses to banish the woman unheard and decides to visit her. 
Ankarstrom tries to dissuade, but the King insists, and accord- 
ingly goes to Arvedson in disguise. During the witch’s conjuration 
Malwina, his lady-love, appears, who seeks help from the sorceress 
against her forbidden passion. The concealed King hears Arvedson 
tell her to go at midnight and gather a herb, which grows on the 
graves of criminals, and triumphant in his knowledge of Malwina’s 
confessed love, Gustavus decides to follow her there. 

When she has gone, he mockingly orders the witch to tell him his 
fortune, and hears from her that he shall be killed by the man who 
first tenders him his hand. Just then Ankarstrém, who comes to pro- 
tect the King against his enemy, enters and they shake hands. 

In the third act Malwina meets the King on the dismal spot to 
which she had been directed; but Ankarstrém, whose watchful fidel- 
ity never suffers him to be far from the King, and who is utterly 
ignorant of the deception being practised upon him, saves the lovers 
from further guilt. After a severe conflict with himself, Gustavus 
consents to fly in his friend’s cloak, Ankarstrém having pledged his 
honor not to ask the veiled lady’s secret. and to conduct her safely 
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back to the city. This plan is frustrated by the conspirators, who 
rush in and are about to attack the King. Malwina throws herself 
between him and the combatants, and the husband then recognizes 
in the King’s companion his own wife. Full of indignation he turns 
from her and joins the conspirators, promising to be one of them. 

He swears to kill his unhappy wife, but not until another has first 
fallen. 

In the fourth act the conspirators have a meeting in Ankarstrém’s 
house, where they decide to murder the King. The lots being cast, 
the duty to strike the death-blow falls on Ankarstrém, and Malwina 
herself draws the fatal paper. At this moment an invitation to a 
masked ball is brought by the King’s page Oscar, and the con- 
spirators resolve to take advantage of this opportunity for the exe- 
eution of their design. 

In the last act the King, happy to know Malwina safe from 
discovery, resolves to sacrifice his love to honor and friendship. He 
is about to give Ankarstrém the proof of his friendship, by naming 
him governor of Finland, and the minister is to depart with his wife 
on the morning after the ball. Meanwhile the King is warned by a 
missive from an unknown hand not to appear at the ball, but he 
disregards it. He meets Malwina at the ball. His page, thinking 
to do the King a service, has betrayed his mask to Ankarstrém. 
Malwina warns the prince, but in vain, for while he presents her 
with the paper which is to send her and her husband to their own 
beloved country, Ankarstrém shoots him through the heart. Gustavus 
dies, pardoning his murderer. 


In BaRBIERE DI SEVIGLIA. Comic Opera in 2 acts by Rossini. 


Count Almaviva is enamoured of Rosina, the ward of Doctor 
Bartolo. She is most jealously guarded by the old man, who wishes 
to make her his own wife. In vain the Count serenades her; she 
does not appear, and he must needs invent some other means of 
obtaining his object. Making the acquaintance of the lighthearted 
and cunning barber Figaro, the latter advises him to get entrance 
into Bartolo’s house in the guise of a soldier possessing a billet of 
quartering for his lodging. Rosina herself has not failed to hear 
the sweet love-songs of the Count, known to her only under the simple 
name of Lindoro; and with southern passion, and the lighthearted- 
ness which characterizes all the persons who figure in this opera, but 
which is not to be mistaken for frivolity, Rosina loves her nice lover 
‘and is willing to be his own. Figaro has told her of Almaviva’s love, 
and in return she gives him a note, which she has written in secret. 
But the old Doctor is a sly fox, he has seen the inky little finger, and 
determines to keep his eyes open. 

When the Count appears in the guise of a half-drunken dragoon, 
the Doctor sends Rosina away, and tries to put the soldier out of the 
house, pretending to have a license against all billets. The Count 
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resists, and while Bartolo seeks for his license, makes love to Rosina, 
but after the Doctor’s return there arises such an uproar that all 
the neighbors and finally the guards appear, who counsel the Count 
to retire for once. 

In the second act the Count gains entrance to Bartolo’s house as 
a singing-master, who is deputed to give a lesson instead of the fever- 
stricken Basilio. Of course the music-lesson is turned into a love- 
lesson. 

When all seems to be going well, the real Maéstro, Basilio, enters 
and all but frustrates their plans. With gold and promises Figaro 
bribes him to retreat, and the lovers agree to flee on the coming 
night. 

Almost at the last moment the cunning of Bartolo hinders the 
projected elopement: he shows a letter, which Rosina has written, and 
makes Rosina believe that her lover, whom she only knows as Lindoro, 
in concert with Figaro is betraying her to the Count. Great is her 
joy, when she aetects that Lindoro and Count Almaviva are one and 
the same person, and that he loves her as truly as ever—They bribe 
the old notary, who has been sent for by Bartolo to arrange his own 
(Bartolo’s) wedding with Rosina. Bartolo signs the contract of mar- 
riage, with Figaro as witness, and detects too late that he has been 
duped, and that he has himself united the lovers.. At last he submits 
with pretty good grace to the inevitable, and contents himself with 
Rosina’s dowry, which the Count generously transfers to him. 


La Bonime, Adapted from Henry Murger’s ‘Vie de Bohéme.” 
Music by Giacomo Puccini. 

The first act opens ina garret in Paris, in about 1830, and shows 
us Rudolph the painter and Marcel the poet, from whose Bohemian 
mode of life the opera derives its name, at work. Alas! there is no 
fire in the grate, and the cold is so intense that Marcel is about to 
break up a chair for firewood. 

Rudolph prevents him and kindles a fire with his manuscript in- 
stead, crying: “My drama shall warm us.” The second act of the 
manuscript follows the first one, by the blaze of which the artists 
joyfully warm their halé-frozen hands. The paper is quickly burnt 
to ashes, but before they have time to lament this fact the door is 
opened by two boys bringing food, fuel, wine, and even money. 
Schaunard, a musician, brings up the rear, to whom neither Marcel 
nor Rudolph pays the least attention. 

It seems that an Englishman engaged Schaunard to sing to his 
parrot till it dies, but after three days Schaunard becomes so heartily 
sick of his task that he poisons the bird and runs away. 

He suggests that they all go out for supper, it being Christmas 
Eve. They decide to drink some of the wine first, but they are inter- 
rupted by the landlord, who demands his quarter’s rent. He soon 
imbibes so much of the wine that he becomes intoxicated and corre- 
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spondingly jovial.—After joking him about his love adventures he 
finds himself standing outside the door in pitch darkness. The others 
meanwhile prepare to go out to supper, with the exception of Rudolph, 
who remains behind to finish a manuscript article. 

A pretty young girl soon knocks, carrying a candle and a key. He 
begs her to come in,and be seated, and she swoons while refusing. 
He revives her with some wine, and she goes off with her relighted 
candlestick, but forgets her key, which she has dropped in her swoom, 
and for which she at once comes back. A draught blows out the can- 
dle and Rudolph keeps the key, while pretending to look for it.—Sud- 
denly he clasps the girl’s hand and he and she exchange confidences, 
while confessing their love for each other. 

When Rudolph’s friends call him he invites Mimi, who is a flower 
girl, to accompany him. 

The second act takes place before the well-known Café Momus in 
the Quartier Latin, where Rudolph and Mimi join Schaunard and 
Marcel. 

Rudolph has bought her a pink bonnet and introduces her to his 
friends, the fourth of whom is Colline the Philosopher. 

The party eat and drink amid the noise and bustle of the fair, 
when Marcel suddenly sees his old love Musette, gorgeously arrayed 
and leaning upon the arm of an old man. Marcel turns pale, while 
his friends make fun of the fantastic couple, much to Musette’s 
anger. She at once begins to make overtures to Marcel, who feigns 
utter indifference—Musette’s old admirer orders supper, in the hope 
of pacifying her, while she addresses Marcel in fond whispers. The 
others watch the scene with amusement, but Rudolph devotes all his 
attentions to Mimi. Musette suddenly complains that her shoes 
hurt her and sends her aged lover off for another pair. Then she pro- 
ceeds to make friends with Marcel.- When the waiter bring’s the bill, 
Musette tells him the.old gentleman will settle for everything 
after his return. 

The party profits the approach of the patrol, who causes a tur- 
moil, in the midst of which they all escape. Alcindor, the old admirer, 
finds only two bills awaiting him, when he returns with the new shoes. 
Musette has been carried away shoeless by her old friend. 

The third scene takes place on the outskirts of Paris called 
“Barriére de ’Enfer” (The Toll Gate of Hell). To the left there is 
a tavern, over which hangs Marcel’s picture “The Crossing of the 
Red Sea,” as a signboard. The day is breaking, the customhouse 
officials are still sleeping around the fire, but the scavengers coming 
from Chantilly soon awake them. 

The gate is opened to admit milk-women, carters, peasants with 
baskets, and finally Mimi. 

She looks wretched and is at once seized with a terrible fit of 
eoughing. As soon as she can speak, she asks the name of the tavern, 
where she knows Marcel is working. When he emerges from the inn 
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she implores his help, saying Rudolph is killing her by his insane 
jealousy. Marcel promises to intervene, and when Rudolph comes 
out of the tavern Mimi hides behind the trees. 

She hears Rudolph say she is doomed to die, and coughs and sobs 
so violently that her presence is revealed. 

Rudolph remorsefully takes the poor weak creature in his arms, 
and they decide to make it up. 

Their reconciliation is interrupted by Marcel, who is upbraiding 
Musette. This flighty damsel has one lover after another, although 
she really loves Marcel alone. 

The fourth and last scene takes us back to the garret, where Marcel 
and Rudolph are alone, Musette and Mimi having left them. They 
each kiss mementos of their lady-loves when Schaunard appears with 
bread and herring. Gayety is soon restored and a regular frolic takes 
place. Musette enters in a state of great agitation, to say that Mimi, 
who is in the last stage of consumption, is there and wants to see 
Rudolph once ‘more. The latter carries her on the little bed. As 
there is nothing in the house with which to revive her, Musette de- 
cides to sell her earrings in order to procure medicines, a doctor, 
and a muff, for which Mimi longs. 

Schaunard also goes out, so that the lovers are left alone.—A 
touching scene follows, when Rudolph shows Mimi the pink bonnet he 
has cherished all the time. Musette and Marcel soon return with 
medicines and a muff, upon which Mimi sinks into the sleep from 
which there is no awakening with a sweet smile of satisfaction. 


Dit FieprrMavs (THE Bat), A Comic Operetta in 3 acts by Meilhac and Halévy. 
Music by Johann Strauss. 

A serenade, which is listened to by Adéle, Rosalind Eisenstein’s 
maid, but is intended for her mistress, begins the first act. Adéle 
has just received an invitation from her sister Ida to a grand enter- 
tainment to be given by a Russian prince, Orlofsky by name. She 
is longing to accept it, and attempts to get leave of absence for the 
evening from her mistress, when the latter enters, by telling her that 
an aunt of hers is ill, and wishes to see her. Rosalind, however, 
refuses to let Adéle go out, and the maid disappears, pouting. While 
Rosalind is alone, her former singing master and admirer Alfred 
suddenly turns up. He it was who had been serenading her, and 
Rosalind, succumbing to her old weakness for tenors, promises to let 
Alfred return later, when her husband is not at home. Herr Eisen- 
stein, a banker, has just been sentenced to five days’ imprisonment, 
a misfortune which his hot temper has brought upon him. The 
sentence has been prolonged to eight days through the stupidity of 
his lawyer, Dr. Blind, who follows Eisenstein on to the stage. The 
banker finally turns Dr. Blind out of the house, after upbraiding 
him violently—Rosalind tries to console Eisenstein, and finally de- 
cides to see what a good supper will do towards soothing his ruffled 
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spirits. While she is thus occupied Eisenstein’s friend Dr. Falck 
appears, bringing his unlucky friend an invitation to an elegant 
soirée which Prince Orlofsky is about to give-——LKisenstein is quite 
ready to enjoy himself before going to prison, and when Rosalind 
re-enters, she finds her husband in excellent spirits. He does not, 
however, partake of the delicious supper she sets before him with 
any great zest. But he takes a tender, although almost joyful, leave 
of his wife, after donning his best dress suit. Rosalind then gives 
Adéle leave to go out, much to the maid’s surprise. After Adéle has 
gone, Alfred again puts in an appearance. Rosalind only wishes to 
hear him sing again, and is both shocked and frightened when Alfred 
goes into Herr Eisenstein’s dressing-room, and returns clad in the 
banker’s dressing-gown and cap. The tenor then proceeds to partake 
of what is left of the supper, and makes himself altogether at home. 
But a sudden ring at the door announces the arrival of Franck, the 
governor of the prison, who has come with a cab to fetch Hisenstein. 
Rosalind is so terrified at being found téte-d-téte with Alfred, that 
she introduces him as her husband. After a tender farewell, Alfred 
good-naturedly follows the governor to prison. 

The second act opens in the garden of a café, where the guests 
of Prince Orlofsky are assembled. Adéle enters, dressed in her 
mistress’s best gown, and looking very smart. Eisenstein, who is 
also present, at once recognizes her, as well as his wife’s finery. But 
Adéle and the whole party pretend to be very indignant at his mis- 
taking a fine lady for a maid. Prince Orlofsky proceeds to make 
Eisenstein most uncomfortable, by telling him that Dr. Falck has 
promised to afford him great amusement, by playing some practical 
joke at Hisenstein’s expense. The last guest who enters is Rosalind, 
whom nobody recognizes, because she is masked. Dr. Falck intro- 
duced her as a Hungarian countess, who has consented to be present 
at the soirée only on condition that her incognito be respected. She 
catehes just a glimpse of Eisenstein, whois flirting violently with 
Adéle instead of being in prison, and determines to punish him. 
Noticing the magnificent attire and fine form of the supposed 
countess, Eisenstein at once devotes himself to the newcomer. He 
even counts her heart-beats with the aid of a watch which he keeps 
for that purpose, without, however, giving it away as he always 
promises to do. But Rosalind suddenly takes possession of the watch, 
and slips away with it.—The whole party finally assembles at supper, 
where Eisenstein becomes very jovial, and tells how he once attended 
a masquerade ball with his friend Falck, who was disguised as a bat. 
Eisenstein, it appears, induced his friend to drink so heavily that he 
fell asleep in the street, where Eisenstein left him. Falck did not 
wake up till morning, when he had to go home amid the jeers of a 
street crowd, by whom he was nicknamed “Dr. Fledermaus.”—Hisen- 
stein’s story creates much amusement, but Dr. Falck only smiles, 
saying, he who laughs last, laughs best. 
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After a champagne supper and some dancing, Eisenstein remem~ 
bers, when the clock strikes six, that he ought to be in prison. Both 
he and Dr. Falck take a merry leave of the boisterous party. 

The third act begins with Franck’s return to his own room, where 
he is received by the jailer—Frosch has taken advantage of his 
master’s absence to get drunk, while Franck himself has likewise 
become somewhat intoxicated. He grows drowsy while recalling 
the incidents of Prince Orlofsky’s féte, and finally falls fast asleep. 

Adéle and her sister Ida interrupt his slumbers, in order to ask 
the supposed marquis to use his influence in the former’s behalf. 
Adéle confesses that she is in reality a lady’s maid, but tries to 
convince Franck, the supposed marquis, and her sister (who is a 
ballet dancer), of her talents by showing them what she can do in 
that line—A loud ring soon puts an end to the performance. While 
the jailer conducts Adéle and Ida to No. 13, Eisenstein arrives and 
gives himself up. Franck and he are much surprised to find them- 
selves face to face with each other in prison, after each had been 
led to suppose the other a marquis, at the féte. They are naturally 
much amused to learn each other’s identity. Meanwhile Dr. Blind 
enters, to undertake the defence of the impostor Eisenstein. He turns 
out to be the genuine Eisenstein, who again turns Blind out of door, 
and possesses himself of his cap and gown and of his spectacles, in 
which he interviews his double—Alfred has been brought in from 
his cell, when Rosalind also enters, carrying her husband’s watch, 
and prepared for revenge. Both Alfred and she alternately state 
their grievances to the supposed lawyer, who quite loses his temper, 
when he learns of Alfred’s téte-d-téte with his wife, and how com- 
pletely she has fooled him. Throwing off his disguise, he reveals his 
identity, only to be reviled by his wife for his treachery. He in turn 
vows to revenge himself on Rosalind and on her admirer, but the 
entrance of Dr. Falck, followed by all the guests who were at Prince 
Orlofsky’s féte, clears up matters for all concerned. While mak- 
ing fun of the discomfited Eisenstein, he explains that the whole 
thing is a huge practical joke of his invention which he has played 
on Eisenstein in return for the trick Eisenstein played on him years 
ago, which he related at the féte. All the guests had been bidden to 
the féte by Dr. Falck with the consent of the prince in order to 
deceive Kisenstein. The latter, when convinced of his wife’s inno- 
cence, embraces her. All toast one another in champagne, which they 
declare to be the King of Wines. 


CARMEN. Opera in 4 acts by Georges Bizet. 


Carmen, the heroine, is a Spanish gypsy, fickle and wayward, but 
endowed with all the wild graces of her nation. She is adored by 
her people, and so it is not to be wondered at that she has many 
of the stronger sex at her feet. She is betrothed to Don José, a 
brigadier of the Spanish army; of course he is one out of many; she 
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oon grows tired of him, and awakens his jealousy by a thousand 
‘aprices and cruelties. 

Don José has another bride, sweet and lovely Micaéla, waiting for 
1im at home, but she is forgotten as soon as he sees the proud gypsy. 

Micaéla seeks him out, bringing to him the portrait and the bene- 
liction of his mother, aye, even her kiss, which she gives him with 
ylushes. His tenderness is gone, however, so far as Micaéla is con- 
zerned, as soon as he casts one look into the lustrous eyes of Carmen: 
This passionate creature has involved herself in a quarrel and wounded 
one of her companions, a laborer in a cigarette manufactory. She 
is to be taken to prison, but Don José lets her off, promising to meet 
her in the evening at an inn kept by a man named Lillas Pastia, 
where they are to dance the Seguedilla. 

In the second act we find them there together, with the whole band 
of gypsies. Don José, more and more infatuated by Carmen’s charms, 
is willing to join the vagabonds, who are at the same time smugglers. 
He accompanies them in a dangerous enterprise of this kind, but no 
sooner has he submitted to sacrifice love and honor for the gypsy 
than she begins to tire of his attentions. José has pangs of conscience, 
he belongs to another sphere of society and his feelings are of a softer 
kind than those of nature’s unruly child. She transfers her, affections 
to a bullfighter named Escamillo, another of her suitors, who returns 
her love more passionately. A quarrel ensues between the two rivals. 
Escamillo’s knife breaks and he is about to be killed by Don José, 
when Carmen intervenes, holding back his arm. Don José, seeing 
thet she has duped him, now becomes her deadly foe, filled with 
undying hatred and longing for revenge. 

Micaéla, the tender-hearted maiden, who follows him everywhere 
like a guardian-angel, reminds him of his lonely mother, everybody 
advises him to let the fickle Carmen alone,—Carmen who never loved 
the same man for more than six weeks. But in vain, till Micaéla 
tells him of the dying mother asking incessantly for her son; then 
at last he consents to go with her, but not without wild imprecations 
on his rival and his faithless love. 

In the fourth act we find ourselves in Madrid. There is to be 
a bullfight; Escamillo, its hero, has invited the whole company to 
be present in the circus. 

Don José appears there too, trying for the last time to regain his 
bride. Carmen, though warned by a fellow gypsy, Frasquita, knows 
no fear. She meets her old lover outside the arena, where he tries 
hard to touch her heart. He kneels at her feet, vowing never to 
forsake her and to be one of her own people, but Carmen, though 
wayward, is neither a coward nor a liar, and boldly declares that her 
affections are given to the bullfighter, whose triumphs are borne to 
their ears on the shouts of the multitude. Almost beside himself 
with love and rage José seizes her hand and attempts to drag her 
away, but she escapes from him, and throwing the ring, José’s gift, 
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at his feet, rushes to the door of the arena.—He overtakes her, how- 
ever, and just as the trumpets announce Escamillo’s victory, in a 
perfect fury of despair he stabs her through the heart, and the vic- 
torious bullfighter finds his beautiful bride a corpse. 


CAVALLERIA RusTICANA (SICILIAN Rustic CHIVALRY). Opera in 1 act 
by Pietro Mascagni. Text after Verga’s drama of the same 
name by Targioni-Tozzetti and Menasci. 

The following are the very simple facts of the story, which takes 
place in a Sicilian village. : 

Turridu, a young peasant, has loved and wooed Lola before enter- 
ing military service. At his return he finds the flighty damsel 
married to the wealthy carrier Alfio, who glories in his pretty wife and 
treats her very well—Turridu tries to console himself with another 
young peasant-girl, Santuzza, who loves him ardently, and to whom 
he has promised marriage. 

The opera only begins at this point. 

Lola, the coquette, however, cannot bear to know that her former 
sweetheart should love another woman. She flirts with him, and 
before the curtain has been raised after the overture, Turridu’s love- 
song is heard for Lola, who grants hima rendezvous in her own 
house. 

This excites Santuzza’s wildest jealousy. She complains to Tur- 
ridu’s mother, who vainly tries to soothe her. Then she has a last 
interview with Turridu, who is just entering the church. She re- 
proaches him first with his treachery, then implores him not to 
forsake’ her and leave her dishonored. 

But Turridu remains deaf to all entreaty, and flings her from him. 
At last, half mad through her lover’s stubbornness, Santuzza betrays 
him and Lola to Alfio, warning the latter that his wife has proved 
false.-—After church Alfio and Turridu meet in mother Lucia’s tavern. 
—Alfio refusing to drink of Turridu’s wine, the latter divines that 
the husband knows all. The men and women leave while the two 
adversaries after Sicilian custom embrace each other, Alfio biting 
Turridu in the ear, which indicates mortal challenge.—Turridu, 
deeply repenting his folly, as well as his falsehood towards poor 
Santuzza, recommends her to his mother.—He hurries into the gar- 
den, where Alfio expects him;—a few minutes later his death is 
announced by the peasants, and Santuzza falls back in a dead swoon; 
with which the curtain closes over the tragedy. 


Cost FAN TuTTEL, Comic Operain 2 acts by Mozart. Text by Da Ponte, newly 
arranged by L. Schneider and Ed. Devrient. 
Don Fernando and Don Alvar are betrothed to two Andalusian 
ladies, Rosaura and Isabella. 
They loudly praise their ladies’ fidelity, when ‘an old bachelor, 
named Onofrio, pretends that their sweethearts are not better than 
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other women and accessible to temptation. The lovers agree to make 
the trial and promise to do everything which Onofrio dictates. There- 
upon they announce to the ladies that they are ordered to Havannah 
with their regiment, and after a tender leave-taking, they depart to 
appear again in another guise, as officers of a strange regiment. © 
Onofrio has won the ladies-maid, Dolores, to aid in the furtherance 
of his schemes and the officers enter, beginning at once to make love 
to Isabella and Rosaura, but each, as was before agreed, to the other’s 
affianced. 

Of course the ladies reject them, and the lovers begin to triumph, 
when Onofrio prompts them to try another temptation. The 
strangers, mad with love, pretend to drink poison in the young ladies’ 
presence. Of course these tenderhearted maidens are much aggrieved; 
_ they call Dolores, who bids her mistresses hold the patients in their 
arms; then coming disguised as a physician, she gives them an 
antidote. By this clumsy subterfuge they excite the ladies’ pity 
and are nearly successful in their foolish endeavors, when Dolores, 
pitying the cruelly tested women, reveals the whole plot to them. 

Isabella and Rosaura now resolve to enter into the play. They 
accept the disguised suitors, and even consent to a marriage. Dolores 
appears in the shape of a notary, without being recognized by the 
men. The marriage contract is signed, and the lovers disappear to 
return in their true characters, full of righteous contempt. Isabella 
and Rosaura make believe to be conscience-stricken, and for a long 
while torment and deceive their angry bridegrooms. But at last 
they grow tired of teasing, they present the disguised Dolores, and 
they put their lovers to shame by showing that all was a farce. Of 
course the gentlemen humbly ask their pardon, and old Onofrio is 
obliged to own himself beaten. 


Tur Crp. A Lyric Drama in 3 acts. Text and Music by Peter Cornelius. 


The scene is laid in Burgos in Castile in the year 1064. The first 
act opens with a large concourse of people, assembled to celebrate 
Ruy Diaz’ victory over the Moors. 

In the midst of their rejoicings a funeral march announces 
Chimene, Countess of Lozan, whose father has been slain by Diaz. 
While she wildly invokes the King’s help against the hero the latter 
enters, enthusiastically greeted by the people, who adore in him their 
deliverer from the sword of the infidels. 

He justifies himself before King Fernando, relating with quiet 
dignity how he killed Count Lozan in open duel to avenge his old 
father, whose honor the Count had grossly attacked. Nevertheless 
he is ready to defend himself against anybody who is willing to fight 
for Donna Chimene, and for this purpose he throws down his glove, 
which is taken up by Alvar Farnez, his friend and companion in arms, 
who is madly in love with Chimene.—While they are preparing for 
the duel the Bishop Luyn Calvo, an uncle of Diaz, iatervenes, en- 
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treating his nephew to desist from further bloodshed and to sur- 
render his sword Tizona into his the priest’s hands. After a hard 
struggle with himself the hero, who secretly loves Chimene, yields, 
and hands his sword to Calvo, who at once offers it to Chimene 
thereby giving the defenceless hero into her hands. 

Exultingly she swears to take vengeance on Diaz, who standr 
motionless, looking down with mounful dignity on the woman whor 
he loves:and who seems to hate him so bitterly. 

In the midst of this scene the war cry is heard. The enemy haa 
again broken into the country and has already taken and burnt the 
fortress of Belforad. All crowd round Diaz, beseeching him to sava 
them. While he stands mute and deprived of his invincible sword 
Chimene, mastering her own grief at the sight of her country’s dis- 
tress, lays down Tizona at Fernando’s feet. Ruy Diaz now receives 
his sword back from the hands of the King, and brandishing it high 
above his head he leads the warriors forth to freedom or death. 

The second act takes place in Chimene’s castle. Her women try 
to beguile their mistress’s sorrow by songs, and when they see her 
soothed to quiet, they retire noiselessly. But hardly does she find 
herself alone than pain and grief overcome her again. She longs 
to avenge her father’s death on Diaz, and yet deep in her heart there 
is a feeling of great admiration for him. In vain she wrestles with 
her feelings, invoking the Almighty’s help to do what is right. I» 
this mood Alvar finds her and once more assures her of his devotion 
and repeats that he will fight with Diaz as soon as the country is 
freed from the enemy. He leaves her, and night sets in, and in the 
darkness Diaz steals in, for he cannot resist his heart’s desire to see 
Chimene once more before the battle. In the uncertain rays of the 
moonlight she at first mistakes him for her father’s ghost, but when 
he pronounces her name she recognizes him, and violently motions 
him away, but he falls on his knee and pours out his hopeless love- 
At last his passion overcomes all obstacles; she forgives him, and 
at his entreaty she calls him by his name, saying: “Ruy Diaz, be 
victorious!” Full of joy he blesses her and goes to join his men, whe 
are heard in the distance calling him to lead them to battle. 

The third act is played once more in Burgos. 

Diaz has been victorious; the whole army of captives defiles before 
the throne, and a rejoicing assemblage of nobles and people does 
homage to the King. Even the Moorish Kings bend the knee vol- 
untarily; they have been unfortunate, but they have been conquered 
by the greatest hero of the world; they are conquered by “the Cid”! 
When the King asks them what the name means, they tell him that 
its signification is “Master”; full of enthusiasm all around adopt 
this name for their hero. The Cid will be Diaz’ title henceforth, 
immortal as his ‘glorious star! 

The people loudly call for Diaz to appear, but are told that imme- 
diately after the battle Alvar had sent the hero a challenge. At the 
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same time Alvar enters unhurt, and Chimene, who stands near the | 
King with her women ready to greet the victor, grows white and faint, 
believing that Diaz has been killed by Alvar. She impetuously inter- 
rupts the latter, who begins to relate the events, and unable to con- 
trol her feelings any longer she pours out her long pent-up love for 
Diaz, at the same time bewailing the slain hero and swearing faith- 
fulness to his memory unto death.—“He lives,” cries Alvar, and at 
this moment the Cid, as we must now call him, appears, stormily 
hailed by great and small. 

Deeply moved he lays down his victorious sword at the feet of his 
King, who embraces him, pronouncing him Sire of Saldaja, Cardenja, 
and Belforad. Then he leads him to his lady, who sinks into his 
arms supremely happy. The Bishop blesses the noble pair, and all 
join in his prayer that love may guide them through life and death. 


La Dame Buanowe. Comic Opera in 3 acts by Boieldieu. Text by Scribe. 


The scene is laid in Scotland, the subject being taken from Walter 
Scott’s romance, “Guy Mannering.” 

George Brown, the hero of the opera, a young lieutenant in the Eng- 
lish service, visits Scotland. He is hospitably received by a tenant 
of the late Count Avenel, who has been dead for some years. When 
he arrives the baptism of the tenant’s youngest child is just being 
celebrated, and seeing that they lack a godfather, he good-naturedly 
consents to take the vacant place. 

Seeing the old castle of the Avenels, he asks for its history, and 
the young wife Jenny tells him that according to the traditions of 
the place it is haunted by a ghost, as is the case in almost every old 
eastle. This apparition is called the “White Lady,” but unlike other 
ghosts she is good, protecting her sex against fickle men. All the 
people around believe firmly in her and pretend to have seen her 
themselves. In the castle there exists a statue which bears the name 
of this benevolent genius, and in it the old Lord has hidden treasures. 
His steward Gaveston, a rogue, who has taken away the only son 
of the Count in the child’s earliest days, brings the castle with all 
its acres to public sale, hoping to gain it for himself. 

He has a charming ward, named Anna. It is she who sometimes 
plays the part of the White Lady. She has summoned the young 
tenant Dickson, who is sincerely devoted to her, into the castle, and 
the young man, ees full of fear, yet dare not disobey the ghostly 
commands. 

George Brown, thirsting for a good adventure, and disbelieving in 
the ghost story, declares that he will go in Dickson’s place. 

_In the second act George, who has found entrance into the castle, 
ealls for the White Lady, who appears in the shape of Anna. She 
believes that Dickson is before her and she reveals her secret to him, 
imploring his help against her false guardian Gaveston, who means 
to rob the true and only heir of his property. She knows that the 
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missing son of the Avenels is living, and she has given a promise 
to the dying Countess to defend his rights against the rapacious 
Gaveston. George gives his hand to the pretended ghost in token of 
fidelity, and the warm and soft hand which clasps his awakes tender 
feelings in him. On the following morning Dickson and his wife, 
Jenny, are full of curiosity about George’s visit, but he does not 
breathe a word of his secret. 

The sale of the castle, as previously announced, is to begin, and 
Dickson has been empowered beforehand by all the neighboring farm- 
ers to bid the highest price, in order not to let it fall into the hands 
of the hateful Gaveston. They bid higher and higher, but at length 
Dickson stops, unable to go farther. Gaveston feels assured of his 
triumph, when George Brown, recalling his vow to the White Lady, 
advances boldly, bidding one thousand pounds more. Anna is beside 
him, in the shape of the spectre, and George obediently bids on, till 
the castle is his for the price of three hundred thousand pounds. 
Gaveston, in a perfect fury, swears to avenge himself on the adven- . 
turer, who is to pay the sum in the afternoon. Should he prove 
unable to do so, he shall be put into prison. George, who firmly 
believes in the help of his genius, is quietly confident, and mean- 
while makes an inspection of the castle. Wandering through the 
vast rooms, dim recollections arise in him, and hearing the minstrel’s 
song of the Avenels, he all at once remembers and finishes the 
romance, which he heard in his childhood. 

The afternoon comes and with it Mac-Irton, the justice of peace. 
He wants the money, and George begs to await the White Lady, 
who promised her help. Anna appears, bringing the treasure of the 
Avenels hidden in the statue, and with it some documents, which 
prove the just claims of Edwin, Count Avenel. This long-lost Count 
she recognizes in George Brown, whose identity with the playmate of 
her youth she had found out the night before. Gaveston approaches 
full of wrath to tear aside the ghost’s white veil, and sees his own 
ward, Anna. 

The happy owner of castle and country holds firm to the promise 
which he gave the White Lady, and offers hand and heart to the 
faithful Anna, who has loved him from her childhood. 


Deiina. An Opera in 3acts by Ferdinand Lemaire. With Music by Camille 
Saint-Saéns, German translation by Richard Pohl. 
The libretto is a biblical one; the scene is laid in Gaza, in Palestine, 
_ 1,150 years before Christ. 

In the first act, the Israelites, groaning under the yoke of the 
Philistines, pray to God for deliverance. They are derided and in- 
sulted by Abi Melech, satrap of Gaza, but Samson, unable longer 
to endure the blasphemy hurled by the Heathen against the God of 
Israel, rises up in mighty wrath, and so inspires his brethren that 
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they suddenly take up arms, and precipitating themselves on their 
unsuspecting oppressors, first slay Abi Melech and then rout the whole 
army of the Philistines. 

The High Priest of the heathen god Dagon, finding his friend slain, 
vows to be avenged upon the Israelites, but he is deserted by all his 
companions, who flee before Samson’s wrath. 

In the next scene the Israelites return victorious and are greeted 
with triumphant songs and offerings of flowers. Even the Philistine 
Delila, the rose of Sharon, receives them with her maidens, and 
pays homage to the hero Samson. 

Delila had enthralled him once before, and again her beauty causes 
him very nearly to forget his people and his duty; but an aged 
Israelite implores him not to listen any more to the arts and wiles 
of the enchantress. 

In the second act, Delila has an interview with the High Priest, 
whom she promises to avenge her people by winning Samson’s love 
once more. 

She proudly refuses the reward which the High Priest offers her, 
for it is her bitter hatred against the hero, who once loved and then 
forsook her, which prompts her to ruin him and to force from him by 
every means in her power the secret of his strength. 

When the High Priest has left her, Samson comes down the steep 
mountain path, drawn to Delila’s house against his will. She re- 
ceives him with the greatest tenderness, and once more her beauty 
and her tears assert their power over him, so that he sinks at her 
feet and falters out his love for her. But in vain, she tries to lure his 
secret from him. At last she leaves with words of contempt and 
scorn and enters the house. This proves his undoing. Goaded beyond 
earthly power he rushes after her and seals his fate. After a while 
the Philistines surround the house and Delila herself delivers her 
unfortunate lover, whom she has deprived of his strength by cutting 
off his locks, into the hands of his foes. 

In the third act we find Samson in prison. Bereft of his eyesight 
he has to turn the heavy mill. From the outside the wailings and 
reproaches of his Israelite brethren are heard, who have again been 
subjugated by their foes. Bitterly repentant, Samson implores God 
to take his life as the price of his people’s deliverance. 

In the last scene he is led away to Dagon’s temple, there to be 
present at the festival of the Philistines, celebrated with great 
pomp in honor of their victory. 

On the conclusion, after an exquisite ballet, Delila presents a 
golden cup-to the blind hero, and insults and jeers at him for having 
been fool enough to believe in her love for him, the enemy of her 
country.. Samson maintains silence, but when they order him to 
sacrifice at Dagon’s shrine, he whispers to the child, who is guiding 
him, to lead him to the pillars of the temple. 

This being done he loudly invokes the God of Israel, and seizing 
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the pillars tears them down with mighty crash, burying the Philistines 
under the ruins of the temple. 


Le Domino Norr. Comic Opera in 8 acts by Auber. Text by Scribe. 


The scene is laid in Madrid in the last century. 

The Queen of Spain gives a masqued ball, at which our heroine, 
Angela, is present, accompanied by her companion, Brigitta. There 
she is seen by Horatio di Massarena, a young nobleman, who had 
met her a year before at one of these balls and fell in love with her, 
without knowing her. 

This time he detains her, but is again unable to discover her real 
name, and confessing his love for her he receives the answer that she 
can be no more than a friend to him. Massarena detains her so long 
that the clock strikes the midnight hour as Angela prepares to seek 
her companion. Massarena confesses to having removed Brigitta 
under some pretext, and Angela in despair cries out that she is lost. 
She is in reality a member of a convent, and destined to be Lady- 
Abbess, though she has not yet taken the vows. She is very highly 
connected, and has secretly helped Massarena to advance in his 
career as a diplomatist—Great is her anxiety to return to her 
convent after midnight, but she declines all escort, and walking alone 
through the streets, she comes by chance into the house of Count 
Juliano, a gentleman of somewhat uncertain character, and Massa- 
rena’s friend. Juliano is just giving a supper to his gay friends, 
and Angela bribes his housekeeper, Claudia, to keep her for the night. 
She appears before the guests disguised as an Arragonian waiting- 
maid, and charms them all, and particularly Massarena, with her 
grace and coquetry. But as the young gentlemen begin to be insolent, 
she disappears, feeling herself in danger of being recognized. Massa- 
rena, discovering in her the charming black domino, is very unhappy 
to see her in such company.—Meanwhile Angela succeeds in getting 
the keys of the convent from Gil-Perez, the porter, who had also left 
his post, seduced by his love of gormandizing, and had come to pay 
court to Claudia. Angela troubles his conscience and frightens him 
with her black mask, and flies. When she has gone, the housekeeper 
confesses that her: pretended Arragonian was a stranger, by all ap- 
pearance a noble lady, who sought refuge in Juliano’s house. 

In the third act Angela reaches the convent, but not without hav- 
ing had some more adventures. Through Brigitta’s cleverness her 
absence has not been discovered. At length the day has come when 
she is to be made Lady-Abbess and she is arrayed in the attire suited 
to her future high office, when Massarena is announced to her.—He 
comes to ask to be relieved from a marriage with Ursula, Lord Elfort’s 
daughter, who is destined for him, and who is also an inmate of the 
convent, but whom he cannot love. Notwithstanding her disguise he 
recognizes his beloved domino, who, happily for both, is released 
by the Queen from her high mission and permitted to choose a 
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husband.—Of course it is no other than the happy Massarena; while 
Ursula is consoled by being made Lady-Abbess, a position which well 
suits her ambitious temper. 


Don Juan. Opera in 2 acts by Mozart. Text by Da Ponte. 


The hero, spoilt by fortune and blasé, is ever growing more reck- 
less. He even dares to attack the virtue of Donna Anna, one of 
the first ladies of a city in Spain, of which her father, an old Spanish 
Grandee, as noble and as strict in virtue as Don Juan is oversatiated 
and frivolous, is governor. The old father, coming forward to help 
his beloved daughter, with drawn dagger attacks Don Juan, who, 
compelled to defend himself, has the misfortune to stab his assailant. 

Donna Anna, a lady not only noble and virtuous, but proud and 
high-spirited, vows to avenge her father’s death. Though betrothed to 
a nobleman named Octavio, she will never know any peace until her 
father, of whose death she feels herself the innocent cause, is 
avenged. Her only hope is death, and in that she offers the liveliest 
contrast to her betrothed, who shows himself a gentleman of good 
temper and qualities, but of a mind too weak for his lady’s high-flown 
courage and truly tragic character. Though Octavio wants to avenge 
Donna Anna’s father, he would do it only to please her. His one aim 
is marriage with her. Her passionate feelings he does not under- 
stand. 

Don Juan, pursued not only by Donna Anna, but also by his own 
neglected bride, Donna Elvira, tries to forget himself in debauches: 
.and extravagances. His servant Leporello, in every manner the real 
counterpart of his master, is his aider and abettor. A more witty, a 
more amusing figure does not exist. His fine sarcasm brings Don 
Juan’s character into bold relief; they complement and explain each 
other. 

But Don Juan, passing from one extravagance to another, sinks 
deeper; everything he tries begins to fail him, and his doom ap- 
proaches.—He begins to amuse himself with Zerlina, the young bride 
of a peasant named Masetto, but each time, when he seems all but 
successful in his aim of seducing the little coquette, his enemies, 
who have united themselves against him, interfere and present a new 
foe in the person of the bridegroom, the plump and rustic Masetto. 
At last Don Juan is obliged to take refuge from the hatred of his 
pursuers. His flight brings him to the grave of the dead governor, in 
whose memory a life-size statue has been erected in his own park. 
Excited to the highest pitch and almost beside himself, Don Juan 
even mocks the dead; he invites him to a supper. The statue moves 
its head in acceptance of the dreadful invitation of the murderer. 

Towards evening Donna Elvira comes to see him, willing to pardon 
everything if only her lover will repent. She fears for him and for 
his fate; she does not ask for his love, but only for the repentance. 
of his follies, but all is in vain. The half-drunken Don Juan laughs 
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at her, and so she leaves him alone. Then the ghostly guest, the 
statue of the governor, enters. He too tries to move his host’s con- 
science; he fain would save him in the last hour. Don Juan remains 
deaf to those warnings of a better self, and so he incurs his doom. 
The statue vanishes, the earth opens, and the demons of hell devour 
Don Juan and his splendid palace. 


Don PasguaLe. Comic Opera in 3 acts by Donizetti. Text done after 
Ser Marcantonio by Salvatore Gammerano. 

The wealthy old bachelor Don Pasquale desires to marry his only 
nephew to a rich and noble lady, but, finding a hindrance in Ernesto’s 
love for another, decides to punish his headstrong nephew by entering 
himself into marriage and thus disinheriting Ernesto. 

His physician Malatesta, Ernesto’s friend, pretends to have dis- 
covered a suitable partner for him in the person of his (Malatesta’s) 
sister, an “Ingénue,” educated in a convent and utterly ignorant of 
the ways of the world. 

Don Pasquale maliciously communicates his intentions to the young 
widow Norina, telling her to distrust Malatesta. The latter, how- 
ever, has been beforehand with him, and easily persuades Norina 
to play the part of his (Malatesta’s) sister, and to endeavor, by the 
beauty of her person and the modesty of her demeanor, to gain the 
old man’s affections. Should she succeed in doing so, Don Pasquale 
and Norina are to go through a mock form of marriage,—a notary, 
in the person of a cousin, named Carlo, has already been gained for 
the purpose,—after which Norina, by her obstinacy, extravagance, 
capriciousness, and coquetry, is to make the old man repent of his 
infatuation and ready to comply with their wishes. 

‘Urged on by her love for Ernesto, Norina consents to play the part 
assigned to her, and the charming simplicity of her manners, her 
modesty and loveliness so captivate the old man that he falls into 
the trap and makes her an offer of his hand. The marriage takes 
place, and one witness failing to appear, Ernesto, who happens to be 
near, and who is aware of the plot, is requested to take his place.— 
Besides appointing Norina heiress of half his wealth, Don Pasquale 
at once makes her absolute mistress of his fortune. Having suc- 
ceeded in attaining her aim, Norina throws aside her mask, and by 
her self-will, prodigality, and waywardness, drives her would-be 
husband to despair. She squanders his money, visits the theatre on 
the very day of their marriage, ignoring the presence of her husband 
in such a manner that he wishes himself in his grave, or rid of the 
termagant, who has destroyed the peace of his life-——The climax is 
reached on his discovery among the accounts, all giving proof of his 
wife’s reckless extravagance, a billet-doux pleading for a clandestine 
meeting in his own garden. Malatesta is summoned and cannot help 
feeling remorse on beholding the wan and haggard appearance of 
his friend. He recommends prudence, advises Don Pasquale to assist, 
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himself unseen, at the proposed interview, and then to drive the guilty 
wife from the house. The jealous husband, though frankly confessing 
the folly he had committed in taking so young a wife, at first refuses 
to listen to Malatesta’s counsel, and determines to surprise the lovers 
and have them brought before the judge. Finally, however, he suffers 
himself to be dissuaded and leaves the matter in Malatesta’s hands. 

In the last scene the lovers meet, but Ernesto escapes on his uncle’s 
approach, who is sorely disappointed at having to listen to the bitter 
reproaches of his supposed wife, instead of being able to turn her out 
of doors. 

Meanwhile, Malatesta arrives, summons Ernesto, and in his uncle’s 
name gives his (Don Pasquale’s) consent to Ernesto’s marriage with 
Norina, promising her a splendid dowry. 

Don Pasquale’s wife, true to the part she has undertaken to play, 
of course opposes this arrangement; and Don Pasquale, too happy to 
be able to thwart his wife, hastens to give his consent, telling Ernesto 
to fetch his bride. His dismay on discovering that his own wife, 
whom he has only known under the name of Sophronia, and his 
nephew’s bride are one and the same person, may be easily imagined. 
—His rage and disappointment are, however, somewhat diminished 
‘by the reflection that he will no longer have to suffer from the whims 
of the young wife who had inveigled him into the ill-assorted 
marriage, and he at length consents, giving the happy couple his 
blessing. 


Lzs DRAGONS DE VILLARS (THE BELL OF THE HERMIT). Comic Opera in 3 acts by 
Louis Aimé Maillart. Text after the French by G. Ernst. 

The scene is laid in a French mountain-village near the frontier 
of Savoy towards the close of the war in the Cevennes in 1704. 

In the first act peasant women in the service of Thibaut, a rich 
country Squire, are collecting fruit. Georgette, Thibaut’s young 
wife, controls their work. In compliance with a general request she 
treats them to a favorite proveneal song, in which a young girl, for- 
getting her first vows, made to a young soldier, gives her hand 
to another suitor. She is interrupted by the sound of trumpets. 
Thibaut, hurrying up in great distress, asks the women to hide them- 
selves at once, because soldiers are marching into the village. He 
conceals his own wife in the pigeon house. A detachment of dragoons 
arrive, and Belamy, their corporal, asks for food and wine at Thibaut’s 
house. He learns that there is nothing to be had and in particular 
that all the women have fled, fearing the unprincipled soldiers of 
King Louis XIV., sent to persecute the poor Huguenots or Camisards, 
who are hiding in the mountains,—further that the “Dragons de 
Villars” are said to be an especially wild and dissolute set. 

Belamy is greatly disgusted, and after having had his dinner and 
a sleep in Thibaut’s own bed, decides to march on. The Squire gladly 
offers to accompany the soldiers to St. Gratien’s grotto near the 
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hermitage, where they have orders to search for the Huguenot 
refugees. ; 

While Belamy is sleeping, Thibaut calls his servant Silvain and 
scolds him because, though his best servant, he has now repeatedly 
been absent overlong on his errands; finally he orders him to saddle 
the mules, : 

Stammering, Silvian owns that they have gone astray in the 
mountains, but that he is sure of their being found in due time. 
While Thibaut expresses his fear that they may be stolen by the 
fugitives, Rose Friquet, an orphan-girl, brings the mules, riding 
on the back of one of them. Thibaut loads her with reproaches, but 
Silvain thanks her warmly, and though she mockingly repudiates his 
thanks, he discovers that she has taken the mules in order not to let 
the provost into Silvain’s secret. The fact is that Silvain carries food 
every day to the refugees, and Rose Friquet, the poor goat-keeper, who 
is despised and supposed to be wicked and malicious, protects him 
in her poor way, because he once intercepted a stone which was 
meant for her head. ‘ 

While the soldiers are dining, Belamy, who has found Georgette’s 
bonnet, demands an explanation. 

Thibaut, confused, finds a pretext for going out, but Rose betrays 
to Belamy first the wine-cellar and then Georgette’s hiding-place. 
The young wife cries for help and Rose runs in to fetch Thibaut. 
Belamy is delighted with the pretty Georgette, but she tells him rather 
anxiously that all the wives of the village must needs remain entirely 
true to their husbands, for the hermit of St. Gratien, though dead 
for two hundred years, is keeping rigid watch, and betrays every case 
of infidelity by ringing a little bell, which is heard far and wide. 

Belamy is somewhat desirous to try the experiment with Georgette, 
and asks her to accompany him to the hermitage instead of her 
husband. ' 

After having found the other women in the village, the soldiers, 
to Thibaut’s great vexation, decide to stay and amuse themselves. 
Silvain rejoices, and after a secret sign from Rese resolves to warn 
the refugees in the evening. 

In the second act Rose and Silvain meet near St. Gratien. Rose, 
after telling him that all the paths are occupied by sentries, promises 
to show him a way for the refugees which she and her goat alone 
know. Silvain, thanking her warmly, endeavors to induce her to care 
more for her outward appearance, praising her pretty features. Rose 
is delighted to hear for the first time that she is pretty, and the duet 
ensuing is one of the most charming things in the opera. Silvain 
promises to be her friend henceforth, and then leaves in order to seek 
the Camisards. After this Thibaut appears seeking his wife, whom 
he has seen going away with Belamy. Finding Rose he imagines he 
has mistaken her for his wife, but she laughingly corrects him, and 
he proceeds to search for Georgette. Belamy now comes and courts 
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Thibaut’s wife. But Rose, seeing them, resolves to free the path 
for the others.—No sooner has Belamy tried to snatch a kiss from his 
companion than Rose draws the rope of the hermit’s bell, and she 
repeats the proceeding until Georgette takes flight, while Thibaut 
rushes up at the sound of the bell. Belamy reassures him, intimating 
that the bell may have rung for Rose (though it never rings for 
girls), and accompanies him to the village. But he soon returns to 
look for the supposed hermit who has played him this trick and finds 
Rose instead, who does not perceive him.—To his great surprise, 
Silvain comes up with the whole troop of refugees, leading the aged 
clergyman, who had been a father to him in his childhood. Silvain 
presents Rose to them as their deliverer and vows to make her his 
wife.—Rose leads them to the secret path, while Silvain returns to 
the village, leaving Belamy triumphant at his discovery. 

In the third act we find the people on the following morning speak- 
ing of nothing but Silvain’s wedding with Rose and of the hermit’s 
bell. Nobody knows who has been the culprit, but Thibaut slyly 
calculates that the hermit has rung beforehand when Rose the bride 
kissed the dragoon. Having learned that the soldiers had been com- 
manded to saddle their horses in the midst of the dancing the night 
before, and that Belamy, sure of his prey, has come back, he believes 
that Rose has betrayed the poor Camisards in order to win the price 
set on their heads and this opinion he now communicates to Silvain. 

To keep Belamy away from Georgette, the sly Squire has conducted 
him to the wine-cellar, and the officer, now half-drunk, admits having 
had a rendezvous with Rose——When Thibaut has retired, Belamy 
again kisses Georgette, and lo, the bell does not ring this time! 

Meanwhile, Rose comes down the hill, neatly clad and glowing with 
joy and pride, and Georgette, disregarding Thibaut’s reproofs, offers 
her the wedding-garland. The whole village is assembled to see the 
wedding, but Silvain appears with dark brow and when Rose radiantly 
greets him, he pushes her back fiercely, believing that she betrayed 
the refugees, who are, as he has heard, caught. Rose is too proud 
to defend herself, but when Georgette tries to console her she silently 
draws from her bosom a paper containing the information that the 
refugees have safely crossed the frontier.—Great is Silvain’s shame 
and heartfelt his repentance.—Suddenly Belamy enters, beside himself 
with rage, for his prey has escaped and he has lost his patent as 
lieutenant together with the remuneration of two hundred pistoles, 
and he at once orders Silvain to be shot. But Rose bravely defends 
her lover, threatening to reveal the dragoon’s neglect of duty. When, 
therefore, Belamy’s superior appears to hear the important news of 
which the messenger told him, his corporal is only able to stammer 
out that nothing in particular has happened; and so, after all, 
Georgette is saved from discovery and Rose becomes Silvain’s. happy 


bride. 


\ 
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Tue Dusk or THE Gops.* Third Day of the Nibelungen Ring by Wagner. 


The third day opens with a prelude in which we see three Norns 
weaving the world’s fate. When the cord breaks, they fly; the dawn of 
another world is upon them. 

In the first act Siegfried bids Briinnhilde farewell. His active soul 
thirsts for deeds, and Briinnhilde, having taught him all she knows, 
does not detain him. He gives her the fatal ring in token of remem- 
brance, confiding her to the care of Loge. Then we are transported 
to the Giebichung’s hall on the Rhine. Gunther and his sister Gutrune 
sit there together with their gloomy half-brother Hagen. The latter 
advises his brother to marry, telling him of the beautiful woman 
guarded by the flames. When he has sufficiently excited Gunther’s 
longing, he suggests that, as Siegfried is the only one able to gain 
Briinnhilde, Gunther should attach him to his person by giving him 
Gutrune as wife. This is to be achieved by a draught which has 
the power of causing oblivion. Whoever drinks it forgets that ever a 
woman has existed beside the one who has tended the potion. Hagen 
well knows of Siegfried’s union with Briinnhilde, but Gunther and 
Gutrune are both ignorant of it. 

Siegfried arrives and is heartily weleomed. All turns out as 
Hagen has foretold. By the fatal potion Siegfried falls passionately 
in love with Gutrune so that he completely forgets Briinnhilde. He 
swears blood-brothership to Gunther, and promises to win Briinn- 
hilde for him. Then the two depart on their errand. 

Meanwhile the Walkyrie Waltraute comes to Briinnhilde and be- 
seeches her to render Siegfried’s ring to the Rhine-daughters in order 
to save the Gods from destruction. Briinnhilde refuses to part with 
the token of her husband’s love; and hardly has Waltraute departed 
than fate overtakes her in the person of Siegfried, who ventures 
through the flames in Gunther’s shape. She vainly struggles against 
him, he snatches the ring from her, and so she is conquered. Sieg- 
fried holds vigil through the night, his sword separating him and 
the woman he wooed; and in the early dawn he leads her away to 
her bridegroom, who takes Siegfried’s place unawares. , 

In the second act Alberich appears to Hagen. He tells his son of 
the story of the ring and bids him kill Siegfried and recover the 
stolen treasure for its owner.—Siegfried appears announcing Gun- 
ther’s and Briinnhilde’s arrival. The bridal pair are received by all 
their men, but the joy is soon damped by Briinnhilde recognizing 
in the bridegroom of Gutrune her own husband. Siegfried does not 
know her, but she discovers her ring on his hand and asserting that 
Gunther won it from her this hero is obliged to acknowledge the 
shameful réle he played.—Though Siegfried swears that his sword 
Nothung guarded him from any contact with Gunther’s bride, Briinn- 
hilde responds in a most startling manner, and both swear on 
Hagen’s spear that it may pierce them should their words prove 

* See also The Rhinegold, Siesfried, and The Walkyrie. 
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false. All this makes a dreadful impression on the weak mind of 
Gunther. ; 

When Siegfried has withdrawn in high spirits with his bride 
Gutrune, Hagen hoping to gain the ring offers to avenge Briinnhilde 
on the faithless Siegfried. Briinnhilde, in her deadly wrath, betrays 
to him the only vulnerable spot beneath Siegfried’s shoulder. Gun- 
ther consents reluctantly to their schemes. 

The third act opens with a scene on the Rhine. The Rhine- 
daughters try to persuade Siegfried to render them the ring. He is 
about to throw it into the water when they warn him of the evil 
which will befall him should he refuse their request. This awakens 
his pride, and laughing he turns from them, he the fearless hero. 
His fellow-hunters overtake him, and while he relates to them the 
story of his life Hagen mixes a herb with his wine, which enables 
him to remember all he has forgotten. Hagen then treacherously 
drives his spear into Siegfried’s back, killing him. He dies with 
Briinnhilde’s praise on his lips. The funeral march, which here 
follows, is one of the most beautiful ever written. When the dead 
hero is brought to the Giebichung’s hall, Gutrune bewails him loudly. 
A dispute arises between Hagen and Gunther about the ring, which 
ends by Hagen slaying Gunther. But, lo, when Hagen tries to strip 
the ring off the dead hand the fingers close themselves and the hand 
raises itself, bearing testimony against the murderer. Brinnhilde 
appears to mourn for the dead; she drives away Gutrune, who sees 
too late that under the influence of the fatal draught Siegfried for- 
got his lawful wife whom she now recognizes in Briinnhilde. The 
latter, taking a long farewell of her dead husband, orders a funeral 
pile to be erected. As soon as Siegfried’s body is placed on it, she 
lights it with a firebrand, and when it is in full blaze she mounts 
her faithful steed, leaping with it into the flames. 

When the fire sinks the Rhine-daughters are seen to snatch the 
ring, which is now purified from its curse by Briinnhilde’s death. 

Hagen, trying to wrench it from them, is drawn into the waves 
and so dies. 

A dusky light, like that of a new dawn, spreads over heaven, and 
through a mist Walhalla, with all the Gods sleeping peacefully, may 
be perceived. 


Ernant. A Melodramatic Opera in 4 parts. Taken from Victor Hugo’s. Drama 
of the same name. Text by F. Maria Piave. Music by Giuseppe Verdi. 

Ernani, an Italian rebel of obscure parentage, is the accepted lover 
of Donna Elvira; the high-born niece of Don Ruy Gomez de Silva, 
Grandee of Spain. 

Donna Elvira is also coveted by Don Carlos, King of Spain, and 
by her old uncle Silva, who is about to wed her, much against her 
will. 

Ernani comes to Silva’s castle in the garb of a pilgrim and finds 
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the King in Donna Elvira’s room trying to lure her away. Here 
they are surprised by de Silva, who, failing to recognize his sover- 
eign, challenges both men to mortal combat.——When he recognizes the 
King in one of his foes he is in despair and humbly craves his pardon, 
which is granted to him.—At the same time Don Carlos sends Ernani 
away on a distant errand, hoping to rid himself of him once for all; 
but Donna Elvira vows to kill herself rather than belong either to | 
the King or to her uncle, and promises unwavering constancy to her 
lover Ernani. 

Nevertheless, the second act shows Elvira on the eve of her wed- 
ding with her uncle, de Silva. 

Ernani, once more proclaimed an outlaw, seeks refuge in de Silva’s 
castle, again disguised as a pilgrim. But when Ernani hears of 
Donna Elvira’s approaching marriage with de Silva, he reveals his 
identity and offers his head to the old man, telling him that his life 
is forfeited and that a reward is offered for his capture. De Silva 
is too generous to betray his rival; he orders the gates of the castle 
to be barred at once.—While this is being done Ernani violently 
reproaches Elvira for having played him false. She answers that she 
has been led to believe him dead, and dissolved in tears they em- 
brace tenderly. Thus they are surprised by de Silva, who, though 
for the time being bound by the laws of hospitality, swears to destroy 
Ernani wherever he may find him. 

For the moment, however, he conceals his foe so well that Don 
Carlos’ followers cannot find him. Though the King threatens to 
take the old man’s life, the nobleman remains true to his word and 
even makes the greatest sacrifice by delivering Elvira as a hostage ~ 
into the King’s hands. ; 

Left alone, he opens Ernani’s hiding-place and challenges him to ~ 
fight, but when the latter proves to him that Don Carlos is his rival 
and wants to seduce Elvira, de Silva’s wrath turns against the King. 

He accepts Ernani’s offer to help him in frustating the King’s 
designs, but at’the same time he reminds him that his life is for- 
feited—Hrnani declares himself satisfied and gives de Silva a bugle, 
the sound of which is to proclaim that the hour of reckoning between 
the two foes has come. 

The third act takes place at Aix-la-Chapelle. 

The King has heard of the conspiracy against his life. While the 
conspirators assemble in the Imperial Vaults he is concealed behind 
the monument of Charlemagne, and frustrates their designs by ad- 
vancing from his hiding-place and proclaiming himself Emperor. 

At the same moment the people rush in and do homage to Charles 
V.—Ernani surrenders to his foes, but Elvira implores the Emperor’s 
pardon, which is granted; and Charles crowns his gracious act by 
uniting the lovers and creating Ernani Duke of Segorbia. 

Both Elvira and Ernani go to Seville to celebrate their nuptials. 
But in the midst of their bliss Ernani hears the sound of his bugle 
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and de Silva appears and claims his rival’s life. In vain the lovers 
implore his mercy; de Silva is inexorable, and relentlessly gives 
Ernani the choice between a poisoned draught and a dagger. Seizing 
the latter Ernani stabs himself, while Donna Elvira sinks senseless 
beside his corpse, leaving the aged de Silva to enjoy his revenge alone. 


Fiero. Opera in 2 acts by L. van Beethoven. 


Florestan, a Spanish nobleman, has dared to blame Don Pizarro, 
the governor of the state prison, a man as cruel as he is powerful. 
Pizarro has thus become Florestan’s deadly foe, he has seized him 
secretly and thrown him into a dreadful dungeon, reporting his 
death to the Minister. 

But this poor prisoner has a wife, Leonore, who is as courageous 
as she is faithful. She never believes in the false reports, but dis- 
guising herself in male attire, resolves not to rest until she has found 
her husband. 

In this disguise we find her in the first act: she has contrived to get 
entrance into the fortress where she supposes her husband imprisoned, 
and by her gentle and courteous behavior and readiness for service of 
all kinds has won not only the heart of Rocco, the jailer, but that 
of his daughter Marcelline, who falls in love with the gentle youth 
and neglects her former lover Jaquino. Fidelio persuades Rocco to 
let her help him in his office with the prisoners. Quivering with 
mingled hope and fear she opens the prison gates to let the state 
prisoners out into the court, where they may for once have air and 
sunshine. ; 

But seek as she may she cannot find her husband, and in silent 
despair she deems herself baffled. 

Meanwhile, Pizarro has received a letter from Sevilla announcing 
the Minister’s forthcoming visit to the fortress. Pizarro, frightened 
at the consequences of such a call, resolves to silence Florestan for 
ever. He orders the jailer to kill him, but the old man will not 
burden his soul with a murder and refuses firmly. Then Pizarro 
himself determines to kill Florestan, and summons Rocco to dig a 
grave in the dungeon in order to hide all traces of the crime. 

Rocco, already looking upon the gentle and diligent Fidelio as his 
future son-in-law, confides to him his dreadful secret, and with fearful 
forebodings she entreats him to accept her help in the heavy work. 
Pizarro gives his permission, Rocco being too old and feeble to do 
the work quickly enough if alone; Pizarro has been rendered furious 
by the indulgence granted to the prisoners at Fidelio’s entreaty, 
but a feeling of triumph overcomes every other when he sees Rocco 
depart for the dungeon with his assistant. 

Here we find poor Florestan chained to a stone; he is wasted to a 
skeleton as his food has been reduced in quantity week by week by 
the cruel orders of his tormentor. He is gradually losing his reason, 
- he has visions and in each one beholds his beloved wife. 
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When Leonore recognizes him she well-nigh faints, but with a 
superhuman effort of strength she rallies and begins her work. She 
has a piece of bread with her which she gives to the prisoner and with 
it the remainder of Rocco’s wine. Rocco, mild at heart, pities his 
victim sincerely, but he dares not act against the orders of his supe- 
rior, fearing to lose his position or even his life. 

While Leonore refreshes the sick man, Rocco gives a sign to Pizarro 
that the work is done, and bids Fidelio leave; but she only hides her- 
self behind a stone pillar, waiting with deadly fear for the coming 
event and decides to save her husband or to die with him. 

Pizarro enters, secretly resolved to kill not only his foe but also 
both witnesses of his crime. He will not kill Florestan, however, 
without letting him know who his assailant is. So he loudly shouts 
_ his own much-feared name, but while he raises his dagger Leonore 
throws herself between him and Florestan, shielding the latter with 
her breast. Pizarro, stupefied like Florestan, loses his presence of 
mind. Leonore profits by it and presents a pistol at him, with which 
she threatens his life should he attempt another attack. At this 
critical moment the trumpets sound, announcing the arrival of the 
Minister, and Pizarro, in impotent wrath, is compelled to retreat. 
They are all summoned before the Minister, who is shocked at seeing 
his old friend Florestan in this sad state, but not the less delighted 
with and full of reverence for the noble courage of Leonore. 

Pizarro is conducted away in chains; and the faithful wife with 
her own hands removes the fetters which still bind the husband for 
whom she has just won freedom and happiness. 

Marcelline, feeling inclined to be ashamed of her mistake, returns 
to her simple and faithful lover, Jaquino. 


La Fiet1a DEL Regeimento. Comic Opera in 2 acts by Gaétano Donizetti. 
Text by St. George and Bayard. 

The scene in the first act is laid near Bologna in the year 1815; the 
second act in the castle of the Marchesa di Maggiorivoglio. 

Mary, a vivandiére, has been found and educated by a French 
sergeant, named Sulpice, and, therefore, belongs in a sense to his 
regiment, which is on a campaign in Italy. She is ealled the 
“daughter” of the regiment which has adopted her, and she has grown 
vp a bright and merry girl, full of pluck and spirit, the pet and 
delight of the whole regiment. 

Tonio, a young Swiss, who has fallen in love with Mary, is believed 
by the grenadiers to be a spy, and is about to be hanged. But Mary, 
knowing that he has only come to see her, tells them that he lately 
saved her life when she was in danger of falling over a precipice. 

This changes everything and, on his expressing a desire to become 
one of them, the grenadiers suffer the Swiss to enlist into their 
company. After the soldiers’ departure he confesses his love to 
Mary, who returns it heartily. The soldiers agree to give their 
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‘consent, when the Marchesa di Maggiorivoglio appears, and by a 
letter once affixed to the foundling Mary, addressed to a Marchesa 
-of the same name and carefully kept by Sulpice, it is proved that 
Mary is the Marchesa’s niece. Of course this noble lady refuses her 
consent to a marriage with the low-born Swiss and claims Mary 
from her guardian. With tears and laments Mary takes leave of her 
regiment and her lover, who at once decides to follow her. But he 
has enlisted as a soldier and is forbidden to leave the ranks. Sulpice 
‘and his whole regiment curse the Marchesa, who thus carries away 
their joy. . 

In the second act Mary is in her aunt’s castle. She has masters 
of every kind for her education in order to become a lady comme il 
faut, but she cannot forget her freedom and her dear soldiers, and 
instead of singing solfeggios and cavatinas, she is caught warbling 
her “Rataplan” to the Marchesa’s grief and sorrow. -Nor can she 
cease to think of Tonio, and only after a great struggle has she 
been induced to promise her hand to a nobleman, when she suddenly 
hears the well-beloved sound of drums and trumpets. It is her own 
‘regiment with Tonio as their leader, for he has been made an officer 
on account of his courage and brave behavior. Hoping that his 
altered position may turn the Marchesa’s heart in his favor, he again 
asks for Mary, but his suit is once more rejected. Then he pro- 
poses flight, but the Marchesa, detecting his plan, reveals to Mary 
that she is not her niece, but her own daughter, born in early wed- 
lock with an officer far beneath her in rank, who soon after died 
in battle. This fact she has concealed from her family, but as it is 
now evident that she has closer ties with Mary, the poor girl dares 
not disobey her, and, though broken-hearted, consents to renounce 
Tonio. 

The Marchesa invites a large company of guests to celebrate her 
daughter’s betrothal to the son of a neighboring duchess. But Mary’s 
faithful grenadiers suddenly appear to rescue her from those hateful 
ties, and astonish the whole company by their recital of Mary’s early 
history. The obedient maiden, however, submissive to her fate, is 
about to sign the marriage contract when at last the Marchesa, touched 
by her obedience and her sufferings, conquers her own pride and con-: 
sents to the union of her daughter with Tonio. Sulpice and his sol- 
diers burst out into loud: shouts of approbation, and the high-born 
guests retire silently and disgusted. 


Derr FLrrcenDE HoLLANDER (THE FLyine DuTCHMAN). 
Romantic Opera in 3 acts by Wagner. ; 

The Flying Dutchman is a sort of Wandering Jew, condemned to 
gail forever on the seas until he has found a woman whose love to 
him is faithful unto death. 

In the first act we find ourselves on the high seas. Daland, a Nor- 
wegian skipper, has met with several misfortunes on his way home, 
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and is compelled to anchor on a deserted shore. There he finds the 
Flying Dutchman, who vainly roves from sea to sea to find death 
and with it peace. His only hope is Doomsday. He has never found 
a maiden faithful to him, and he knows not how often and how long 
he has vainly tried to be released from his doom. Once, every seven 
years, he is allowed to go on shore and take a wife. This time has 
now come again, and hearing from Daland that he has a daughter, 
sweet and pure, he begins to hope once more, and offers all his wealth 
to the father for a shelter under the Norwegian’s roof and for the 
hand of his daughter Senta.—Daland is only too glad to accept for 
his child what to him seems an immense fortune, and so they sail 
‘home together. 

In the second act we find Senta in the spinning-room. The servants 
of the house are together spinning and singing. Senta is amongst 
them, but her wheel does not turn; she is dreamily regarding an old 
picture. It is that of the Flying Dutchman, whose legend so deeply 
touches her that she has grown to love its hero without having in 
reality seen him, 

Senta has a wooer already in the person of Erick the hunter, but 
she does not care much for him. With deep feeling she sings to the 
spinning maidens the ballad of the doomed man-as she has heard it 
from Mary, her nurse: 

An old captain wanted to sail round the Cape of Good Hope, and 
as the wind was against him, he swore a terrible oath that he never 
would leave off trying. The devil heard him and doomed him to sail 
on to eternity, but God’s angel had pity on him and showed him 
how he could find deliverance through a wife faithful unto the grave. 

All the maidens pray to God to let the maiden be found at last, 
when Senta ecstatically exclaims: “I will be his wife!” At this mo- 
ment her father’s ship is announced. Senta is about to run away 
to welcome him, but is detained by Erick, who tries to win her for 
himself. She answers evasively; then Daland enters and with him 
a dark and gloomy stranger. Senta stands spellbound: she recognizes 
the hero of her picture. The Dutchman is not less impressed, seeing 
in her the angel of his dreams and as it were his deliverer; and so, 
meeting by the guidance of a superior power, they seem created for 
each other, and Senta, accepting the offer of his hand, swears to him 
eternal fidelity. iis 

In the third act we see the Flying Dutchman’s ship; everybody rec- 
ognizes it by its black mast and its blood-red sail. The Norwegian 
sailors call loudly to the mariners of the strange ship, but nothing 
stirs, everything seems dead and haunted. At last the unearthly in- 
habitants of the Dutch ship awake; they are old and gray and 
wrinkled, all doomed to the fate of their captain. They begin a wild 
and gloomy song, which sends a chill into the hearts of the stout 
Norwegians. 

Meanwhile, Erick, beholding in Senta the betrothed of the Dutch- 
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man, is in despair. Imploring her to turn back, he calls up old 
memories and at last charges her with infidelity to him. 

As soon as the Dutchman hears this accusation he turns from 
Senta, feeling that he is again lost. But Senta will not break her 
faith. Seeing the Dutchman fly from her, ready to sail away, she 
swiftly runs after him and throws herself from the cliff into the 
waves. 

By this sacrifice the spell is broken, the ghostly ship sinks for 
ever into the ocean, and an angel bears the poor wanderer to eternal 
rest, where he is re-united to the bride who has proved faithful unto 
death. ; 


Fra Diavoto, Comic Opera in 3acts by Auber. Text by Scribe. 


The scene is laid at Terracina in Italy. Fra Diavolo is a celebrated 
and much-feared chief of brigands. The Roman court of justice has 
set a price of 10,000 piastres on his head. In the first act we meet 
with the Roman soldiers, who undertake to win the money. Their 
captain Lorenzo has a double aim in trying to catch the brigand. He 
is Zerline’s lover, but having no money, Zerline’s father Matteo, ‘the 
owner of a hotel, threatens to give her to a rich farmer’s son. Mean- 
while Fra: Diavolo has foreed his society on a rich English lord, Cook- 
burn by name, who is on his wedding-tour with his fair young wife 
Pamella. Lord Cookburn looks jealously at Fra Diavolo, though he 
does not recognize in him a brigand. The English are robbed by 
Diavolo’s band. Disgusted with the insecurity of “la bella Italia” 
they reach the inn at Terracina, where the dragoons, hearing the 
account of this new robbery, believe that it was Fra Diavolo with his 
band, and at once decide to pursue him. 

Shortly afterwards Fra Diavolo arrives at the inn disguised as the 
Marquis of San Marco, under which name the #nglish lord has 
already made his acquaintance. He is not enchanted by the arrival 
of this Marquis; he fears a new flirtation with his own fair wife. 
Pamella wears most valuable diamonds, and these strike the eye of 
Fra Diavolo. 

He sees that the Mnglish have been clever enough to conceal the 
greater part of their wealth and resolves to put himself speedily into 
possession of it. 

He is flirting desperately with Pamella and looking tenderly at 
the pretty Zerline when the soldiers return, having captured twenty 
of the brigands and retaken the greater part of Lord Cookburn’s 
money and jewels. Lorenzo, the captain of the dragoons, is rewarded 
by the magnanimous Lord with 10,000 lire, and may now hope to win 
Zerline’s hand. But Fra Diavolo vows to avenge the death of his 
,comrades on Lorenzo. 

In the second act he conceals himself behind the curtains in Zer- 
line’s sleeping-room, and during the night he admits his two com- 
panions Beppo and Giacomo, Zerline enters and is about to retire 
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to rest after praying to the Holy Virgin for protection—During her 
sleep Giacomo is to stab her, while the two others are to rob the 
English Milord. 

But Zerline’s prayer and her innocence touch even the robbers: the 
deed is delayed, and this delay brings Lorenzo upon them. Fra 
Diavolo’s two companions hide themselves, and the false Marquis 
alone is found in Zerline’s room. He assures Lorenzo that he had 
a rendezvous with his bride, and at the same time whispers into 
Milord’s ear that he came by appointment with Milady, showing her 
portrait, of which he had robbed her the day before, as'proof. The 
consequence of these lies is a challenge from Lorenzo, and a meet- 
ing with Diavolo is fixed. The latter is full of triumphant glee; he 
has arranged a deep-laid plan with the surviving members of his 
band and hopes to ensnare not only Lorenzo but his whole company. 
Ordinarily Diavolo is a noble brigand; he never troubles women, 
and he loads poor people with gifts, taking the gold out of rich men’s 
purses only, but now he is full of ire and his one thought is of 
vengeance. 

Finally he is betrayed by the carelessness of his own helpmates.. 
Beppo and Giacomo, seeing Zerline, recognize in her their fair prey of 
the evening before and betray themselves by repeating some of the 
words which she had given utterance to. Zerline, hearing them, is 
now able to comprehend the wicked plot which was woven to destroy 
her happiness. The two banditti are captured and compelled to lure 
their captain into a trap. Diavolo appears, not in his disguise as a 
Marquis, but in his own well-known dress with the red plume waving 
from his bonnet, and being assured by Beppo that all is secure, is 
easily captured. Now all the false imputations are cleared up. Milord 
is reconciled to his wife and Lorenzo obtains the hand of the lovely 
Zerline. 

DER FreiscHtrz. Romantic Opera in 8 acts by C. M. von Weber. 
Text by Friedrich Kind. 

A young huntsman, Max, is in love with Agathe, daughter of 
Cuno, the chief-ranger of Prince Ottocar of Bohemia. Max wooes 
her, but their union depends on a master-shot which he is to deliver 
on the following morning. 

During a village festival he has all day been unlucky in shooting, 
and we see him, full of anger and sorrow, being mocked at by 
peasants more lucky than he. 

His comrade, Caspar, one of the ranger’s older huntsmen, is his 
evil genius. He has sold himself to the devil, is a gloomy, mysterious 
fellow, and hopes to save his soul by delivering some other victim 
to the demon. He wants to tempt Max to try enchanted bullets, to be 
obtained at the cross-roads during the midnight hour by drawing a 
magic circle with a bloody sword and invoking the name of the mys- 
terious huntsman. Father Cuno, hearing him, drives him away, 
begging Max to think of his bride and to pray to God for success. 
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But Max cannot forget the railleries of the peasants; he broods over 
his misfortunes and when he is well-nigh despairing, Caspar, who 
meanwhile calls Samiel (the devil in person) to help, encourages 
him to take refuge in stimulants. He tries to intoxicate the un- 
happy lover by pouring drops from a phial into his wine. When 
Max has grown more and more excited, Caspar begins to tell him 
of nature’s secret powers, which might help him. Max first 
struggles against the evil influence, but when Caspar, handing 
him his gun, lets him shoot an eagle soaring high in the air, his 
huntsman’s heart is elated and he wishes to become possessed of 
such a bullet. Caspar tells him that they are enchanted and persuades 
him to a meeting in the Wolf’s-glen at midnight, where the bullets 
may be moulded. 

In the second act Agathe is with her cousin Aennchen. Agathe is 
the true Germain maiden, serious and thoughtful almost to melan- 
choly. She presents a marked contrast to her gay and light-hearted 
cousin, who tries to brighten Agathe with fun and frolic. They adorn 
themselves with roses which Agathe received from a holy hermit — 
who blessed her, but warned her of impending evil. So Agathe is 
full of dread forebodings, and after Aennchen’s departure she fer- 
vently prays to Heaven for her beloved. When she sees him come to 
her through the forest with flowers on his hat, her fears vanish and 
she greets him joyously. But Max only answers hurriedly that, hav- 
ing killed a stag in the Wolf’s-glen, he is obliged to return there. 
Agathe, filled with terror at the mention of this ill-famed name, wants 
to keep him back, but ere she can detain him he has fled. With hur- 
ried steps Max approaches the Wolf’s-glen, where Caspar is already 
occupied in forming circles of black stones, in the midst of which 
he places a skull, an eagle’s wing, a crucible, and a bullet-mould. 
Caspar then calls on Samiel, invoking him to allow him a few more 
years on earth. To-morrow is the. day appointed for Satan to take 
his soul, but Caspar promises to surrender Max in exchange. Samiel, 
who appears through the cleft of a rock, agrees to let him have six of 
the fatal balls, reserving only the seventh for himself. : 

Caspar then proceeds to make the bullets, Max only looking on, 
stunned and remorseful at what he sees. His mother’s spirit appears 
to him, but he is already under the influence of the charm; he cannot 
move. The proceeding goes forward amid hellish noise. A hurricane 
arises, flames and devilish forms flicker about, wild and _ horrible 
creatures rush by and others follow in hot pursuit. The noise grows 
worse, the earth seems to quake, until at length after Caspar’s re- 
iterated invocations Samiel shows himself at the word “seven.” Max 
and Caspar both make the sign of the cross, and fall on their knees 
more dead than alive. 

In the third act we find Agathe waiting for her bridesmaids. She 
is perturbed and sad, having had frightful dreams and not know- 

ing what has become of Max. Aennchen consoles her, diverting her 
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with a merry song, until the bridesmaids enter, bringing flowers and 
gifts. They then prepare to crown her with the bridal wreath, when, _ 
lo, instead of the myrtle there lies in the box a wreath of white roses, 
the ornament of the dead. 

Meanwhile everybody is assembled on the lawn near Prince Otto- 
car’s tent to be present at the firing of the master-shot. The Prince 
points out to Max a white dove as an object at which to aim. At 
this critical moment Agathe appears, crying out: “Don’t shoot, Max, 
I am the white dove!” But it wastoo late; Max has fired, and 
Agathe sinks down at the same time as Caspar, who has been waiting 
behind a tree and who now falls heavily to the ground, while the dove. 
flies away unhurt. Everybody believes that Max has shot his bride, 
but she is only in a swoon; the bullet has really killed the villain 
Caspar. It was the seventh, the direction of which Samiel reserved 
for himself, and Satan, having no power over the pious maiden, 
directed it on Caspar, already forfeited to him. Max confesses his 
sin with deep remorse. The Prince scornfully bids him leave his 
dominions for ever. But Agathe prays for him, and at last the 
Prince follows the hermit’s advice, giving the unhappy youth a year 
of probation, during which to prove his repentance and grow worthy 
of his virtuous bride. 


Frienp Fritz. A Lyric Comedy in 3 acts by Pietro Mascagni. Text after 
Erckmann-Chartrian’s novel of the same name. 

Fritz Kobus, a well-to-do landowner, receives the felicitations of 
his friends on his fortieth birthday. At the same time his old friend 
Rabbi David, as consummate a match-maker as Fritz is an inveterate 
bachelor, receives from the latter a loan. of 1,200 francs which is to 
enable a poor girl to marry her lover. Fritz gives it very graciously, 
congratulating himself that he is free from Hymen’s bonds. 

He treats his friends to a hearty dinner in which Susel, his tenant’s 
daughter, who comes to present her landlord with a nosegay of 
violets, joins. Fritz makes her sit beside him, and for the first 
time remarks the growing loveliness of the young maiden. While 
they are feasting a gypsy, Seppel, plays a serenade in honor of the 
birthday, which makes a deep impression on fair Susel. When the 
latter has departed the joviality of the company increases. Hanezo 
and Friedrich, two friends, laughingly’ prophesy to the indignant 
Fritz that he will soon be married, and David even makes a bet 
which, should he prove right, will make him owner of one of his 
friend’s vineyards. At the end of the first act a procession of orphans 
hail the landlord as their benefactor. 

In the second act we find our friend Fritz as guest in the house 
of his tenant. Susel is sedulously engaged in selecting flowers and 
cherries for her landlord, who, coming down into the garden, is.pre- 
sented by her with flowers. Soon she mounts a ladder, and plucking 
cherries, throws them to Fritz, who is uncertain which are the sweeter, 
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the maiden’s red lips or the ripe cherries which she offers him. In 
the midst of their enjoyment the sound of bells and cracking of whips 
are heard; Fritz’s friends enter. He soon takes them off for a walk, 
only old David stays behind with Susel, pleading fatigue. Taking 
occasion of her presenting him with a drink of fresh water, he makes 
her tell him the old story of Isaac and Rebecca, and is quite satisfied 
to guess at the state of her feelings by the manner in which she 
relates the simple story. On Fritz’s return he archly communicates 
to him that he has found a suitable husband for Susel, and that he 
has her father’s consent.’ The disgust and fright which Fritz expe- 
riences at this news reveal to him something of his own feelings 
for the charming maiden. He decides to return home at once, and 
does not even take farewell of Susel, who weeps in bitter disappoint- 
ment. 

In the third act Fritz, at home again, can find no peace anywhere. 
When David tells him that Susel’s marriage is a decided fact he 
breaks out, and in his passion downright forbids the marriage. At 
this moment Susel appears, bringing her landlord a basket of fruit. 
She looks pale and sad, and when Fritz sarcastically asks her whether 
she comes to invite him to her wedding, she bursts into tears. Then 
the real state of her heart is revealed to him, and with passionate 
avowal of his own love amico Fritz takes her to his heart. So David 
wins his wager, which, however, he settles on Susel as a dowry, 
promising at the same time to procure wives before long for the two 
friends standing by. 


Tus Two GrReNapDIERS. Comic Opera in 8 acts by Albert Lortzing. 
Text adapted from the French. 

The scene takes place in a little country town, where we find Busch, 
a wealthy inn-keeper, making preparations for the arrival of his only 
son. The young man had entered a Grenadier regiment at the age 
of sixteen, ten years before, so the joyful event of his home-coming 
is looked forward to with pleasure by his father and sister Suschen, 
but with anxiety by a friend of hers, Caroline, to whom young Busch 
had been affianced before joining-his regiment. 

Enter two young Grenadiers from the regiment on leave, the 
younger of whom falls in love with Suschen at first sight. How- 
ever, as the elder Grenadier, Schwarzbart, dolefully remarks, they are 
both almost penniless, and he reflects how he can possibly help them 
in their need. His meditations are interrupted by the arrival of 
the landlord, who, seeing the two knapsacks and recognizing one of 
them as that of his son, naturally supposes the owner to be his off- 
spring, in which belief he is confirmed by Schwarzbart, who is induced 
to practise this deceit, partly by the desire of getting a good dinner 
and the means of quenching his insatiable thirst, partly by the hope 
of something turning up in favor of his companion in arms, Wilhelm. 
As a matter of fact the knapsack does not belong to Wilhelm at all, 
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On leaving the inn at which the banquet following the wedding of 
one of their comrades had been held, the knapsacks had inadvertently 
been exchanged much to Wilhelm’s dismay, his own containing a 
lottery ticket which, as he has just learnt, had won a great prize. The 
supposed son is of course received with every demonstration of affec- 
tion by his fond parent, but, though submitting with a very good grace 
to the endearments of his supposed sister—the maiden with whom he 
has fallen in love so suddenly,—he resolutely declines being hugged 
and made much of by the old landlord, this double part being entirely 
distasteful to his straightforward nature. Nor does his affianced 
bride, the daughter of the bailiff, fare any better, his affections being 
placed elsewhere, and their bewilderment is only somewhat appeased 
by Schwarzbart’s explanation that his comrade suffers ety a 
from weakness of the brain. 

In the next act Peter, a youth of marvellous stupidity and cousin 
of the bailiff, presents himself in a woeful plight, to which he has been 
reduced by some soldiers at the same wedding festivities, and shortly 
after Gustay, the real son, appears on the scene. He is a manly 
fellow, full of tender thoughts for his home. Great is, therefore, his 
surprise at finding himself repulsed by his own father, who, not 
recognizing him, believes him to be an impostor. All the young man’s 
protestations are of no avail, for in his knapsack are found the papers 
of a certain Wilhelm Stark for whom he is now mistaken.—When 
silly Peter perceives him he believes him to be the Grenadier who had 
so ill-treated him at the wedding, though in reality it was Schwarz- 
bart. Gustav is shut up in a large garden-house of his father’s; the 
small town lacking a prison. 

In the third act the Magistrate has found out that Wilhelm’s papers 
prove him to be the bailiff’s son, being the offspring of his first love,— 
who had been with a clergyman, and who, after the death of the 
bailiff’s wife, is vainly sought for by his father. Of course this 
changes everything for the prisoner, who is suddenly accosted gra- 
ciously by his gruff guardian Barsch, and does not know what to 
make of his mysterious hints. 

Meanwhile Caroline’s heart has spoken for the stranger who had 
addressed her so courteously and chivalrously; she feels that, far 
from being an impostor, he is a loyal and true-hearted young fellow. 
and, therefore, decides to liberate him. At the same time enters Wil- 
helm with Schwarzbart seeking Suschen; Peter slips in for the same 
reason, seeking her, for Suschen is to be his bride. Gustav (the 
prisoner), hearing footsteps, blows out the candle in order to save 
Caroline from being recognized, and so they all run about in the dark, 
playing hide-and-seek in an infinitely droll manner. At last the 
bailiff, having heard that his son has been found, comes up with the 
inn-keeper.—The whole mystery is cleared up, and both sons em- 
brace their respective fathers and their brides. 
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HANSEL AND GRETEL. A Fairy Tale in 8 pictures by Adelheid Wette. 
Music by Engelbert Humperdinck. : 

The first act represents the miserable little hut of a broom-maker. 
Hansel is occupied in binding brooms, Gretel is knitting and singing 
old nursery-songs, such as “Susy, dear Susy, what rattles in the straw ?” 
Both children are very hungry, and wait impatiently for the arrival 
of their parents. Hansel is particularly bad-tempered, but the merry 
and practical Gretel, finding some milk in a pot, soon soothes his 
ruffled feelings by the promise of a nice rice-pap in the evening. 
Forgetting work and hunger, they begin to dance and frolic until they 
roll on the ground together. At this moment their mother enters, 
and seeing the children idle her wrath is kindled, and she rushes at 
them with the intention of giving them a sound whipping. Alas! 
instead of Hansel she strikes the pot and upsets the milk. The 
mother’s vexation cools and only sorrow remains, but she quickly 
puts a little basket into Gretel’s hands and drives the children away, 
bidding them look for strawberries in the woods. Then, sinking on a 
chair utterly exhausted, she falls asleep. She is awakened by her 
husband, who comes in singing and very gay. She sees that he has 
had a drop too much and is about to reproach him, but the words die 
on her lips when she sees him unfold his treasure, consisting of eggs, 
bread, butter, and coffee. He tells her that he has been very fortu- 
nate at the church-ale (Kirmes), and bids her prepare supper at once. 
Alas! the pot is broken, and the mother relates that finding the chil- 
dren idle anger got the better of her and the pot was smashed to 
pieces. He good-naturedly laughs at her discomfiture, but his merri- 
ment is changed to grief when he hears that their children are still 
in the forest, perhaps even near the Ilsenstein, where the wicked fairy 
lives who entices children in order to ‘bake and devour them. This 
thought so alarms the parents that they rush off to seek the children in 
the forest. 

The second act is laid near the ill-famed Ilsenstein. Hansel has 
. filled his basket with strawberries and Gretel is winding a garland of 
red hips, with which Hansel crowns her. He presents her also with 
a bunch of wild flowers and playfully does homage to this .queen 
of the woods. Gretel, enjoying the play, pops one berry after an- 
other into her brother’s mouth; then they both eat while listening to 
the cuckoo. Before they are aware of it they have eaten the whole 
contents of the basket and observe with terror that it has grown too 
dark either to look for a fresh supply or to find their way home. 
Gretel begins to weep and to call for her parents, but Hansel, rallying 
his courage, takes her in his arms and soothes her until they both grow 
sleepy. The dustman comes, throwing his dust into their eyes, but 
before their lids close they say their evening prayer; then they fall 
asleep and the fourteen guardian angels, whose protection they in- 
voked, are seen stepping down the heavenly ladder to guard their 


sieep. 
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In the third act the morning dawns. Crystal drops are showered on 
the children by the angel of the dew; Gretel opens her eyes first and 
wakes her brother with a song. They are still entranced by the beauti- 
ful angel-dream they have had, when suddenly their attention is 
aroused by the sight of a little house made entirely of cake and sugar. 
Approaching it on tiptoe they begin to break off little bits, but a 
voice within calls out “Tip tap, tip tap, who raps at my house?” “The 
wind, the wind, the heavenly child,” they answer, continuing to eat 
and to laugh, nothing daunted. But the door opens softly and out 
glides the witch, who quickly throws a rope around Hansel’s throat. 
Urging the children to enter her house she tells her name, Rosina 
Sweet-tooth. The frightened children try to escape, but the fairy 
raises her staff and by a magic charm keeps them spell-bound. She 
imprisons Hansel in a small stable with a lattice-door and gives him 
almonds and currants to eat, then turning to Gretel, who has stood 
rooted to the spot, she breaks the charm with a juniper bough and 
compels her to enter the house and make herself useful. 

Believing Hansel to be asleep she turns to the oven and kindles 
the fire, then breaking into wild glee she seizes a broom and rides on 
it round the house singing, Gretel all the while observing her keenly. 
Tired with her exertions the witch awakes Hansel and bids him show 
his finger, at which command Hansel stretches out a small piece of 
wood. Seeing him so thin the witch calls for more food, and while 
she turns her back Gretel quickly takes up the juniper bough and, 
speaking the formula, disenchants her brother. Meanwhile, the witch, 
turning to the oven, tells Gretel to creep into it in order to see if the 
honey cakes are ready, but the little girl, affecting stupidity, begs her 
to show how she is to get in. The witch impatiently bends forward 
and at the same moment Gretel assisted by Hansel, who has escaped 
from his prison, pushes her into the hot oven and slams the iron door. 
—The wicked witch burns to ashes, while the oven cracks and roars 
and finally falls to pieces. With astonishment the brother and sister 
see a long row of ghildren, from whom the honey crust has fallen 
off, standing stiff and stark. Gretel tenderly caresses one of them, 
who opens his eyes and smiles. She now touches them all, and Hansel, 
seizing the juniper bough, works the charth and recalls them to new 
life. The cake-children thank them warmly, and they all proceed 
to inspect the treasures of the house, when Hansel hears their parents 
calling them. Great is the joy of father and mother at finding their 
beloved ones safe and in the possession of a sweet little house. The 
old sorceress is drawn out of the ruins of the oven in form of an 
immense honey-cake, whereupon they all thank Heaven for having so 
visibly helped and protected them. 
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Horrmann’s Tatzs. <A Fantastic Opera in 3 acts by Jules Barbier. 
Music by Jacques Offenbach. — 


The first scene, a prologue, is laid in Luther’s famous wine-cellar in 
Nuremberg. 

The hero of the opera, Hoffmann himself, is there, drinking with a 
number of gay young students, his friends. He is in a despondent 
* mood, and when urged by his companions to tell them the reason of 
his depression he declares himself ready to relate the story of his 
three love adventures, while his friends sit round a bowl of flaming 
strong punch. 

Now the scene changes and the curtain rises on the first act. We 
find Hoffmann in Spalanzani’s house. This man is a famous physiol- 
ogist, and Hoffmann has entered his house as his pupil in order to 
make the acquaintance of the professor’s beautiful daughter Olympia, 
whom he has seen at a distance. 

This daughter is nothing more than an automaton that has been 
manufactured by Spalanzani and his friend, the wizard Coppelius. 
' This doll ean sing, dance, and speak like a human being. Spalanzani 
hopes to become rich by means of this clever work of art. As half 
of Olympia (this is the doll’s name) belongs to Coppelius, Spalanzani 
buys her from him, paying him by a draft on the Jew Elias, though he 
knows him to be bankrupt.— Hoffmann has been persuaded by Cop- 
pelius to purchase a pair of spectacles, through which he looks at 
Olympia, and taking her for a lovely, living maiden, falls violently 
in love with her. 

Spalanzani now gives a grand entertainment at which he presents 
his daughter Olympia (the automaton), who surprises everybody by 
her loveliness and fine singing.—Hoffmann is completely bewitched, 
and as soon as he finds himself alone with her he makes her an ardent 
declaration of love and is not at all discouraged by her sitting stock- 
still and only answering from time to time a dry little “ja, ja.” At 
last he tries to embrace her, but as soon as he touches her she rises 
and trips away. 

Hoffmann’s friend Niklas finds him in the seventh heaven of rap- 
ture and vainly endeavors to enlighten him as to the reason of the 
beauty’s stiffness and heartlessness. 

When the dancing begins Hoffmann engages Olympia and they 
dance on, always faster and faster until Hoffmann sinks down in 
a swoon, his spectacles being broken by the fall. Olympia spins on 
alone as fast as ever and presently dances out of the room, Cochenille 
vainly trying to stop her. Coppelius now enters in a fury, having 
found out that Spalanzani’s draft on Elias is worthless. He rushes to 
the room into which Olympia has vanished, and when Hoffmann re- 
vives he hears a frightful sound of breaking and smashing, and 
Spalanzani bursts in with the news that Coppelius has broken ‘his 
valuable automaton. Thus Hoffmann learns that ‘he has been jin 
love with .a senseless doll. The guests, who: now enter, shout with 
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laughter at his confusion, while Spalanzani and Coppelius load each 
other with abuse. 

The second act takes place in Giulietta’s palace in Venice. Every- 
thing breathes joy and love-—Both Niklas and Hoffmann are court- 
ing the beautiful lady. Niklas warns his friend against her, but 
Hoffmann only laughs at the idea that he is likely to love a courtezan. 
The latter is entirely in the hand of the wizard Dapertutto, who acts 
towards Hoffmann as an evil spirit under three different names in 
each of his three love affairs. Giulietta has already stolen for him the 
shadow of her former lover Schlemihl; now Dapertutto wounds her 
vanity by telling her that Hoffman has spoken disdainfully of her, 
and makes her promise to win the young man’s love and by that means 
to make him give her his reflection from a looking-glass. 

She succeeds easily, and there ensues a charming love-duet during 
which they are surprised by the jealous Schlemihl.. Giulietta tells 
Hoffmann that her former lover has the key of her apartments in his 
pocket, she then departs leaving the two lovers and Dapertutto alone. 
When Hoffman peremptorily demands the key from Schlemihl the 
latter refuses to give it up. The result is a duel, for which Dapertutto 
offers Hoffmann his sword. 

After a few passes Schlemihl is killed and Dapertutto disappears. 
A few moments afterwards Giulietta’s gondola passes before the 
balcony and Hoffmann sees her leaning on Dapertutto’s arm singing 
a mocking farewell to the poor deserted lover. 

The third act takes place in Rath Krespel’s house. His daughter 
Antonia has inherited her mother’s gift of a beautiful voice, but, 
alas! also her tendency to consumption. The greatest joy of her 
life is singing, which, however, her father has forbidden, knowing 
this exertion to be fatal to his darling. 

She is engaged to be married to Hoffmann, but Krespel is averse to 
the marriage, seeing in it another danger for his daughter’s health, 
as Hoffman is musical and encourages Antonia to sing. Krespel has 
forbidden his servant Franz to let anybody see Antonia while he goes 
out of the house, but Franz, who is very deaf, misunderstands his 
master’s orders and joyously welcomes his mistress’s suitor. A deli- 
eate love-scene follows, during which Antonia shows her lover that 
her voice is as fine as ever. When they hear Krespel returning 
Antonia retires to her own room, but Hoffmann hides himself in an 
alcove, determined to learn why Antonia is so closely hidden from 
the world. 

Immediately after the father’s return Doctor Mirakel enters; Kres- 
pel is mortally afraid of this mysterious man, as he believes him to 
have killed his wife by his drugs and that now he aims at his 
daughter’s life. 

This Mirakel is a demon who acts as in the two former instanceg as 
Hoffmann’s evil genius.—From the conversation of the two men Hol 
mann learns the secret of his bride’s dangerous inheritance, and when 
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Mirakel has at last been driven out of the room and Krespel has left 
it too, the lovers both come back again. Hoffmann by earnest en- 
treaty succeeds in gaining Antonia’s promise never to sing any 
more. But when he has left, Mirakel returns and by invoking the 
spirit of her mother he goads her on to break her promise. She 
begins to sing and he urges her on, until she sinks back exhausted. 
It is thus that her father and her lover find her, and after a few sweet 
words of farewell she dies in their arms. 

The Epilogue takes us back to Luther’s cellar, where Hoffmann’s 
companions are still sitting over their punch, the steam of which 
‘forms clouds over their heads, while they thank their poor, heart- 
broken friend for his three stories with ringing cheers. 


Lzs HuevEnots. Grand Opera in 5 acts by Giacomo Meyerbeer. 
Text by Scribe. 

'The scene is laid in France at the time of the bloody persecutions 
of the Protestants or Huguenots by the Catholics. The Duke of 
Medicis has apparently made peace with Admiral Coligny, the great- 
est and most famous of the Huguenots, and we are introduced into 
the castle of Count Nevers, where the Catholic noblemen receive 
Raoul de Nangis, a Protestant, who has lately been promoted to the 
rank of captain. During their meal they speak of love and its 
pleasures and everybody is called on to give the name of his sweet- 
heart. Raoul begins by telling them that once when taking a walk he 
surprised a band of students molesting a lady in a litter. He rescued 
her and, as she graciously thanked him for his gallant service, he 
thought her more beautiful than any maiden he had ever before seen. 
His heart burnt with love for her, though he did not know her name. 
While Raoul drinks with the noblemen, Marcel, his old servant, warns 
him of the danger of doing so. 

Marcel is a strict old Protestant and sings a ballad of the Hugue- 
nots to the young people, a song wild and fanatic. They laugh at his 
impotent wrath, when a lady is announced to Count Nevers, in whom 
Raoul recognizes the lady of his dreams. 

Of course he believes her false and bad, while as a matter of fact she 
only comes to beseech Nevers, her destined bridegroom, to set her 
free. Nevers does so, though not without pain. When he returns to 
his companions he conceals the result of the interview and pres- 
ently Urbain, a page, enters with a little note for Raoul de Nangis 
in which he is ordered to attend a lady, unknown to him. The others 
recognize the seal of Queen Margarita of Valois, and finding him so 
worthy at once seek to gain his friendship. 

In the second act we find Raoul with the beautiful Queen, who is 
trying to reconcile the Catholics with the Protestants. To this end 
the Queen has resolved to unite Raoul with Valentine, her lady of 
honor and daughter of the Count of St. Bris, a staunch Catholic. 
Valentine tells her heart’s secret to her mistress, for to her it was that 
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Raoul brought assistance, and she loves him. The noble Raoul, see- 
ing Margarita’s beauty and kindness, vows himself her knight, when 
suddenly the whole court enters to render her homage. Recognizing 
her at last. to be the Queen, Raoul is all the more willing to fulfil her 
wishes and offers his hand in reconciliation to the proud St. Bris, 
promising to wed his daughter. But when he perceives in her the 
unknown lady whom he believes to be so unworthy he takes back his 
word. All are surprised, and the offended father vows bloody 
vengeance, 

In the third act Marcel brings a challenge to St. Bris, which the 
latter accepts, but Maurevert, a fanatical Catholic nobleman, tells 
him of other ways in which to annihilate his foe. Valentine, though 
deadly offended with her lover, resolves to save him. Seeing Marcel 
she bids him tell his master not to meet his enemy alone. Mean- 
while Raoul is already on the spot, and so is St. Bris with four wit- 
nesses. While they fight, a quarrel arises between the Catholic and 
the Protestant citizens, which is stopped by Queen Margarita. The 
enemies accuse each other, and when the Queen is in doubt as to 
whom she shall believe Valentine appears to bear witness. Then 
Raoul hears that her interview with Nevers had been but a farewell, 
sought for but to loosen forever the ties which her father had formed 
for her against her will; but the knowledge of his error comes too 
late, for St. Bris has once more promised his daughter to Nevers, 
who at this moment arrives with many guests, invited for the wedding. 
The presence of the Queen preserves peace between the different 
parties, but Raoul leaves the spot with death in his heart. 

In the fourth act the dreadful night of St. Bartholomew is already 
beginning. 

We find Valentine in her room despairing. Raoul comes to take 
a last farewell, but almost immediately St. Bris enters with a party 
of Catholics and Raoul is obliged to hide in the adjoining room. 
There he hears the whole conspiracy for the destruction of the 
Protestants, beginning with their leader, Admiral Coligny. The 
Catholics all assent to this diabolical plot; Nevers alone refuses to 
soil his honor and swears only to fight in open battle. The others, 
fearing treason, decide to bind and keep him prisoner until the next ~ 
morning. Raoul prepares to save his brethren or die with them. Vain 
are Valentine’s entreaties; though she confesses to her love for him, 
he yet leaves her, though with a great effort, to follow the path of | 
duty. 

In the last act Raoul rushes pale and bloody into the hall where 
Queen Margarita sits with her husband Henry of Navarre, sur- 
rounded by the court. 

He tells them of the terrific events which are going on outside and 
beseeches their help. It is too late, however; Coligny has already 
fallen and with him most of the Huguenots. 

Raoul meets Valentine once more; she promises to save him if he 
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will go over to her faith. But Marcel reminds him of his oath, and 
Valentine, seeing that nothing can move her lover’s fortitude and 
firmness, decides to remain with him. She accepts his creed and so 
they meet death together: Valentine falling by the side of her deadly 
‘wounded lover, both praising God with their last breath. 


Ieniernia IN Avis. Grand Opera in 3 acts by Gluck. Text of the 
original rearranged by R. Wagner. 

This opera may be called the first part of the tragedy, and Iphigenia 
in Tauris very beautifully completes it. The music is sure to be 
highly relished by a cultivated hearer, characterized as it is by a 
simplicity which often rises into grandeur and nobility of utterance. 

The first seene represents Agamemnon rent by a conflict between 
his duty and his fatherly love; the former of which demands the sac- 
rifice of his daughter, for only then will a favorable wind conduct 
the Greeks safely to Ilion. Kalchas, the High Priest of Artemis, 
appears to announce her dreadful sentence. Alone with the King, 
Kalchas vainly tries to induce the unhappy father to consent to the 
sacrifice. 

Meanwhile, Iphigenia, who has not received Agamemnon’s message 
which ought to have prevented her undertaking the fatal journey, 
arrives with her mother Klytemnestra. They are received with joy by 
the people. Agamemnon secretly informs his spouse that Achilles, 
Iphigenia’s betrothed, has proved unworthy of her and that she is to 
return to Argos at once.—Iphigenia gives way to her feelings. 
Achilles appears, the lovers are soon reconciled and prepare to cele- 
brate their nuptials. ‘ 

In the second act iphigenia is adorned for her wedding and 
Achilles comes to lead her to the altar when Arkas, Agamemnon’s 
messenger, informs them that death awaits Iphigenia. 

Klytemnestra in despair appeals to Achilles and the bridegroom 
swears to protect Iphigenia. She alone is resigned in the belief that 
it is her father’s will that she should face this dreadful duty. Achilles 
reproaches Agamemnon wildly and leaves the unhappy father a prey 
to mental torture. At last he decides to send Arkas at once to Mykene 
with mother and daughter and to hide them there until the wrath 
of the goddess be appeased. But it is too late. 

In the third act the people assemble before the Royal tent and 
with much shouting and noise demand the sacrifice. Achilles in vain 
implores Iphigenia to follow him. She is ready to be sacrificed, while 
he determines to kill any one who dares touch his bride. Klytemnestra 
then tries everything in her power to save her. She offers herself in 
her daughter’s stead, and finding it of no avail, at last sinks down in 
a swoon. The daughter, having bade her an eternal farewell, with 
quiet dignity allows herself to be led to the altar. When her mother 
awakes she rages in impotent fury; then she hears the people’s hymn 
to the goddess, and rushes out to die with her child——The scene 
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changes.—The High Priest at the altar of Artemis is ready to pierce 
the innocent victim. A great tumult arises: Achilles with his native 
Thessalians makes his way through the crowd in order to save 
Iphigenia, who loudly invokes the help of the goddess. But at this 
moment a loud thunder peal arrests the contending parties, and when 
the mist, which has blinded all, has passed, Artemis herself is seen 
in a cloud with Iphigenia kneeling before her. 

The goddess announces that it is Iphigenia’s high mind which she 
demands and not her blood; she wishes to take her into a foreign 
land, where she may be her priestess and atone for the sins of the 
blood of Atreus. 

A wind favorable to the fleet has risen, and the people filled with 
gratitude and admiration behold the vanishing cloud and praise the 
goddess. 


IPHIGENIA IN TauRiIs. Opera in 4 acts by Gluck, Text by Guillard. 


The libretto follows pretty exactly the Greek original. 

Iphigenia, King Agamemnon’s daughter, who has been saved by the 
goddess Diana (or Artemis) from death at the altar of Aulis, has been 
carried in a cloud to Tauris, where she is compelled to be High 
Priestess in the temple of the barbarous Scythians. There we find 
her after having performed her cruel service for fifteen years.— 
Human sacrifices are required, but more than once she has saved a 
poor stranger from this awful lot. 

Iphigenia is much troubled by a dream, in which she saw her father 
deadly wounded by her mother and herself about to kill her brother 
Orestes. She bewails her fate in having at the behest of Thoas, King 
of the Scythians, to sacrifice two strangers who have been thrown 
on his shores. Orestes and his friend Pylades, for these are the 
strangers, are led to death loaded with chains. 

Iphigenia, hearing that they are her countrymen, resolves to save 
at least one of them in order to send him home to her sister Electra. 
She does not know her brother Orestes, who, having slain his mother, 
has fled, pursued by the furies, but an inner voice makes her choose 
him as a messenger to Greece. A lively dispute arises between the 
two friends; at last Orestes prevails upon Iphigenia to spare his 
friend by threatening to destroy himself with his own hands, his life 
being a burden to him. Iphigenia reluctantly complies with his re- 
quest, giving the message for her sister to Pylades. 

In the third act Iphigenia vainly tries to steel her heart against 
her victim. At last she seizes the knife, but Orestes’ ery, “So you 
also were pierced by the sacrificial steel, O my sister Iphigenia!” 
arrests her; the knife falls from her hands and there ensues a touch- 
ing scene of recognition. 

Meanwhile Thoas, who has heard that one of the atranpens was 
about to depart, enters the temple with his bodyguard, and, though © 
Iphigenia tells him that Orestes is her brother and entreats him to 
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spare Agamemnon’s son, Thoas determines to sacrifice him and his 
sister Iphigenia as well. But his evil designs are frustrated by 
Pylades, who, returning with several of his countrymen, stabs the 
King of Tauris. The goddess Diana herself appears and, helping 
the Greeks in their fight, gains for them the victory. Diana declares 
herself appeased by Orestes’ repentance and allows him to return 
to Mykene with his sister, his friend, and all his followers. 


La Juive (THE JEWEss). ‘Grand Opera in 5 acts by Halévy. 
Text by Eugéne Scribe. 

The scene of action is laid in Constance, in the year 1414, during 
the Council. : 

In the first act the opening of the Council is celebrated with great 
pomp. 

The Catholics, having gained a victory over the Hussites, Huss is 
to be burnt, and the Jews, equally disliked, are oppressed and put 
down still more than before. All the shops are closed, only Eleazar, a 
rich Jewish jeweller, has kept his open and is, therefore, about, to be 
imprisoned and put to death when Cardinal de Brogni intervenes 
and saves the Jew and his daughter Recha from the people’s fury. 
The Cardinal has a secret liking for Eleazar, though he once ban- 
ished him from Rome. He hopes to gain news from him of his 
daughter, who was lost in early childhood. But Eleazar hates the 
Cardinal bitterly. When the mob is dispersed Prince Leopold, the 
Imperial Commander-in-Chief, approaches Recha. Under the as- 
sumed name of Samuel he has gained her affections, and she begs him 
to be present at a religious feast which is to take place that evening 
at her father’s house. The act closes with a splendid procession of 
the Emperor and all his dignitaries. Ruggiero, the chief judge in 
Constance, seeing the hated Jew and his daughter amongst the’ spec- 
tators, is about to seize them once, more, when Prince Leopold steps 
between and delivers them, to Recha’s great astonishment. 

In the second act we are introduced to a great assembly of Jews, 
men and women, assisting at a religious ceremony. Samuel is there 
with them. The holy act is, however, interrupted by the Emperor’s 
niece Princess Eudora, who comes to purchase a golden chain which 
once belonged to the Emperor Constantin and which she destines for 
her bridegroom Prince Leopold. Eleazar is to bring it himself on 
the following day. Samuel, overhearing this, is full of trouble. 
When the assembly is broken up and all have gone he returns once 
more to Recha and, finding her alone, confesses that he is a Chris- 
tian. Love prevails over Recha’s filial devotion and she consents 
to fly with her lover, but they are surprised by Eleazar. Hearing 
of Samuel’s falseness he first swears vengeance, but, mollified by his 
daughter’s entreaties, he only bids him marry Recha. Samuel re- 
fuses and has to leave, the father cursing him, Recha bewailing her 
lover’s falseness. 
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In the third act we assist at the Imperial banquet. Eleazar brings 
the chain and is accompanied by Recha, who at once recognizes in 
Eudora’s bridegroom her lover Samuel. She denounces the traitor, 
accusing him of living in unlawful wedlock with a Jewess, a crime 
which is punishable by death. 

Leopold (alias Samuel) is outlawed, the Cardinal Brogni pro- 
nounces the anathema upon all three, and they are put into prison. 

Tn the fourth act Eudora visits Recha in prison and by her prayers 
not only overcomes Recha’s hate but persuades her to save Leopold 
by declaring him innocent. Recha, in her noble-mindedness, pardons 
Leopold and Eudora and resolves to die alone. 

Meanwhile the Cardinal has an interview with Eleazar, who tells 
him that he knows the Jew who once saved the Cardinal’s little 
daughter from the flames. Brogni vainly entreats him to reveal the 
name. He promises to save Recha should Eleazar be willing to 
abjure his faith, but the latter remains firm, fully prepared to die. 

In the fifth act we hear the clamors of the people, who furiously 
demand the Jew’s death. 

Ruggiero announces to father and daughter the verdict of death 
by fire. Leopold is set free through Recha’s testimony. When in 
view of the funeral pile Eleazar asks Recha if she would prefer 
to live in joy and splendor and to accept the Christian faith, but she 
firmly answers in the negative. Then she is led on to death, and she 
is just plunged into the glowing furnace when Eleazar, pointing to 
her, informs the Cardinal that the poor victim is his long-lost 
daughter; then Eleazar follows Recha into the flames, while Brogni 
falls back senseless. 


*. 


LonEenerRin. Romantic Opera in 3 acts by Richard Wagner. 


The scene is laid near Antwerp where “Heinrich der Vogler,” 
King of Germany, is just levying troops amongst his vassals of 
Brabant to repulse the Hungarian invaders. The King finds the 
people in a state of great commotion, for Count Frederick Telramund 
accuses Elsa of Brabant of having killed her young brother Godfrey, 
heir to the Duke of Brabant, who died a short time before, leaving his 
children to the care of Telramund. Elsa was to be Telramund’s 
wife, but he wedded Ortrud of Friesland and now claims the deserted 
Duchy of Brabant. 

As Elsa declares her innocence, not knowing what has become of 
her brother, who was taken from her during her sleep, the King re- 
solves to decide by a tourney in which the whole matter shall be left 
to the judgment of God. Telramund, sure of his rights, is willing 
to fight with any champion who may defend Elsa. All the noblemen 
of Brabant refuse to do so and even the King, though struck by 
Elsa’s innocent appearance, does not want to oppose his valiant and 
trustworthy warrior. 

Elsa alone is calm, she trusts in the help of the heavenly knight, 
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who has appeared to her in a dream, and publicly declares her inten- 
tion of offering to her defender the crown and her hand. While she 
prays there arrives a knight in silver armor; a swan draws his boat. 
He lands, Elsa recognizes the knight of her dream, and he at once 
offers to fight for the accused maiden on two conditions: first, that 
she shall become his wife; and second, that she never will ask for 
his name and his descent. 

Elsa solemnly promises and the combat begins. The strange knight 
is victorious, and Telramund, whose life the stranger spares, is with 
his wife Ortrud outlawed. 

The latter is a sorceress; she has deceived her husband, who really 
believes in the murder of Godfrey, while as a matter of fact she has 
abducted the child. In the second act we see her at the door of the 
Ducal palace, where preparations for the wedding are already being 
made. She plans vengeance. Her husband, full of remorse and feel- 
ing that his wife has led him on to a shameful deed, curses her 
as the cause of his dishonor. She derides him and rouses his pride 
by calling him a coward. Then she pacifies him with the assurance 
that she will induce Elsa to break her promise and ask for the name 
of her husband, being sure that then all the power of this mysterious 
champion will vanish. 

When Elsa steps on the balcony to confide her happiness to the 
stars, she hears her name spoken in accents so sad that her tender 
heart is moved. Ortrud bewails her lot, invoking Elsa’s pity. The 
Princess opens her door, urging the false woman to share her palace 
and her fortune. Ortrud at once tries to sow distrust in Elsa’s inno- 
cent heart. 

As the morning dawns a rich procession of men and women throng 
to the Miinster where Elsa is to be united to her protector. Telra- 
mund tries vainly to accuse the stranger; he is pushed back and 
silenced. As Elsa is about to enter the church Ortrud steps forward, 
claiming the right of precedence. Elsa, frightened, repents too late 
having protected her. Ortrud upbraids her with not even having 
asked her husband’s name and descent. All are taken aback, but 
Elsa defends her husband, winning everybody by her quiet dignity. 

She turns to Lohengrin for protection, but, alas! the venom rankles 
in her heart. 

When they are all returning from church amc once more 
steps forth, accusing Lohengrin and demanding from the King to 
know the stranger’s name. Lohengrin declares that his name may not 
be told excepting his wife asks. Elsa is in great trouble, but once 
more her love conquers and she does not put the fatal question. 

But in the third act, when the two lovers are alone, she knows 
no rest. Although her husband asks her to trust him, she fears that 
he may once leave her as mysteriously as he came and at last she 
cannot refrain’ from asking the luckless question. From this mo- 
ment all happiness is lost to her. Telramund enters to slay his enemy, 
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but Lohengrin, taking his sword, kills him with one stroke. Then 
he leads Elsa before the King and loudly announces his secret. He 
tells the astounded hearers that he is the Keeper of the Holy-Grail. 
Sacred and invulnerable to the villain, a defender of right and virtue, 
he may stay with mankind as long as his name is unknown. But 
now he is obliged to reveal it. He is Lohengrin, son of Percival, 
King of the Grail, and is now compelled to leave his wife and return 
to his home. The swan appears, from whose neck Lohengrin takes a 
_ golden ring, giving it to Elsa together with his sword and golden 
horn. 

Just as Lohengrin is about to depart Ortrud appears triumphantly 
declaring that it was she who changed young Godfrey into a swan and 
that Lohengrin would have freed him too had Elsa not mistrusted 
her husband.—Lohengrin, hearing this, sends a fervent prayer to 
Heaven, and loosening the swan’s golden chain the animal dips under 
water and in his stead rises Godfrey, the lawful heir of Brabant. 
A white dove descends to draw the boat in which Lohengrin glides 

away and Elsa falls senseless in her brother’s arms. 


Lucra pt LAMMERMOOR. Tragic Opera in 3 acts by Gaétano Donizetti. 
Text from Scott’s romance by Salvatore Cammerano. 

Henry Ashton, Lord of Lammermoor, has discovered that his sister 
Lucia loves his mortal enemy Sir Edgardo of Ravenswood. He con- 
fides to Lucia’s tutor Raymond that he is lost if Lucia does not 
marry another suitor of his (her brother’s) choice. 

Lucia and Edgardo meet in the park. Edgardo tells her that he 
is about to leave Scotland for France in the service of his country. 
He wishes to be reconciled to his enemy Lord Ashton, for, though the 
latter has done him all kinds of evil, though he has slain his father 
and burnt his castle, Edgardo is willing to sacrifice his oath of 
vengeance to his love for Lucia. But the lady, full of evil forebod- 
ings, entreats him to wait and swears eternal fidelity to him. After 
having bound himself by a solemn oath he leaves her half-distracted 
with grief. 

In the second act Lord Ashton shows a forged letter to his sister, 
which goes to prove that her lover is false. Her brother now presses 
her more and more to wed his friend Arthur, Lord Bucklaw, declar- 
ing that he and his party are lost and that Arthur alone can save 
him from the executioner’s axe. At last, when even her tutor Ray- 
mond beseeches her to forget Edgardo and, like the others, believes 
him to be faithless, Lucia consents to the sacrifice. The wedding 
takes place in great haste, but just as Lucia has finished signing the 
marriage contract, Edgardo enters to claim her as his own. 

With grief and unbounded passion he now sees in his bride a 
traitress, and tearing his ring of betrothal from her finger he throws it 
at her feet. 
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Henry, Arthur, and Raymond order the raving lover to leave the 
castle, and the act closes in the midst of confusion and despair. 

The third act opens with Raymond’s announcement that Lucia has 
lost her reason and has killed her husband in the bridal room. Lucia 
herself enters to corfirm his awful news; she is still in bridal attire, 
and in her demented condition believes that Arthur will presently 
appear for the nuptial ceremony. Everybody is full of pity for her, 
and her brother repents his harshness too late, alas!—Lucia is fast 
dying, and Eliza leads her away amid the lamentations of all present. 

Edgardo, hearing of these things while wandering amid the tombs 
of his ancestors, resolves to see Lucia once more. When dying she 
asks for him, but he comes too late. The funeral bells toll, and he 

stabs himself, praying to be united to his bride in heaven. 


Lucrezia Boreia. A Tragic Opera in 8 acts by Donizetti. Text by 
Felice Romani after Victor Hugo’s drama. 

The heroine, whose part is by far the best and most interesting, is 
the celebrated murderess and poisoner Lucrezia Borgia. At the same 
time she gives evidence, in her dealings with her son Gennaro, of 
possessing a very tender and motherly heart, and the songs, in which 
she pours out her love for him, are really fine as well as touching. 

Lucrezia, wife of Don Alfonso, Duke of Ferrara, goes to Venice 
in disguise to see the son of her first marriage, Gennaro. In his 
earliest youth he was given to.a fisherman, who brought him up as his 
own son.—Gennaro feels himself attracted towards the strange and 
beautiful woman who visits him, but hearing from his companions, 
who recognize and charge her with all sorts of crimes, that she is 
Lucrezia Borgia, he abhors her. Don Alfonso, not knowing the exist- 
ence of this son of an early marriage, is jealous, and when Gennaro 
comes to Ferrara and in order to prove his hatred of the Borgias tears 
off Lucrezia’s name and scutcheon from the palace-gates, Rustighello, 
the Duke’s confidant, is ordered to imprison him. Lucrezia, hearing 
from her servant Gubella of the outrage to her name and honor, com- 
plains to the Duke, who promises immediate punishment of the male- 
factor. 

Gennaro enters, and terror-stricken Lucrezia recognizes her son. 
Vainly does she implore the Duke to spare the youth. With exquisite 
cruelty he forces her to hand the poisoned golden cup to the culprit 
herself, and, departing, bids her accompany her prisoner to the door. 
This order gives her an opportunity to administer an antidote by 
which she saves Gennaro’s life, and she implores him to fly. But 
Gennaro does not immediately follow her advice, being induced by his 
friend Orsini to assist at a grand festival at Prince Negroni’s. 

Unhappily all those young men, who formerly reproached and 
offended Lucrezia so mortally in presence of her son, are assembled 
there by Lucrezia’s orders. She has mixed their wine with poison, 
and herself appears to announce their death. Horror-stricken she 
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sees Gennaro, who was not invited, among them. He has partaken 
of the wine like the others, but on her offering him an antidote he 
refuses to take it; its quantity is insufficient for his friends, and he 
threatens to kill the murderess. Then she reveals the secret of his 
birth to him, but he only turns from this mother, for whom he had 
vainly longed his whole life, and dies. The Duke, coming up to 
witness his wife’s horrible victory, finds all either dead or dying, and 
Lucrezia herself expires, stricken down by deadly remorse and pain. 


Tue MaccapgEs. Opera in3 acts by Anton Rubinstein. Text by Mosenthal, 
taken from Otto Ludwig’s drama of the same mame. 

The hero is the famous warrior of the Old Testament. The scene 
takes place one hundred and sixty years before Christ, partly.at Modin, 
a city in the mountains of Judah, and partly in Jerusalem and its 
environs, 

The first act shows Leah with three of her sons, Eleazar, Joarim, 
and Benjamin. Eleazar is envious of Judah, the eldest son, whose 
courage and strength are on everybody’s lips, but his mother consoles 
him by a prophecy that Eleazar shall one day be High Priest and 
King of the Jews. 

The féte of the sheep-shearing is being celebrated and Noémi, 
Judah’s wife, approaches Leah with garlands of flowers asking for 
her benediction. But she is repulsed by her mother-in-law, whois 
too proud to recognize the low-born maid as her equal and slights 
her son Judah for his love. She tries to incite him into rebellion 
against the Syrians, when Jojakim, a priest, appears. He announces 
the death of Osias, High Priest of Zion, and calls one of Leah’s sons 
to the important office—As Judah feels no vocation for such a bur- 
den, Eleazar, his mother’s favorite, is chosen, and so Leah sees her 
dream already fulfilled. They are about to depart when the approach- 
ing army of the Syrians is announced. Terror seizes the people as 
Gorgias, the leader of the enemy, marches up with his soldiers and 
loudly proclaims that the Jews are to erect an altar to Pallas Athene, 
to whom they must pray henceforth. Leah seeks to inflame Eleazar’s 
spirit, but his courage fails him. The altar is soon erected, and as 
Gorgias sternly orders that sacrifices are to be offered to the goddess, 
Boas, Noémi’s father, is found willing to bow to the enemy’s com- 
mands. But the measure is full, Judah steps forth, and striking 
Boas, the traitor to their faith, dead, loudly praises Johovah.: He 
calls his people to arms and repulses the Syrians, and Leah, recog- 
nizing her son’s greatness, gives him her benediction. 

The second act represents a deep ravine near Emmaus; the enemy 
is beaten and Judah is resolved to drive him from Zion’s walls, but 

_Jojakim warns him not to profane the coming Sabbath. . 
_ Judah tries to overrule the priests and to excite the people, but he 


is not heard and the enemy is able to kill the psalm-singing soldiers 
like lambs. 
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The next scene shows us Eleazar with Cleopatra, daughter of King 
Antiochus of Syria. 

They love each other, and Eleazar consents to forsake his religion 
for her, while she promises to make him King of Jerusalem. 

In the next scene Leah in the city of Modin is greeted with accla- 
mations of joy, when Simei, a relative of the slain Boas, appears to 
bewail Judah’s defeat. Other fugitives coming up confirm his narra- 
tive of the massacre.—Leah hears that Judah fled and that Antiochus 
approaches conducted by her son Eleazar. She curses the apostate.—, 
She has still two younger sons, but the Israelites take them from 
her to give as hostages to King Antiochus. Leah is bound to a 
cypress tree by her own people, who attribute their misfortunes to 
her and to her sons. Only Noémi, the despised daughter-in-law, 
remains to liberate the miserable mother, and together they resolve 
to ask the tyrant’s pardon for the sons. 

In the third act we find Judah, alone and unrecognized, in the 
deserted streets of Jerusalem. Hearing the prayers of the people 
that Judah may be sent to them, he steps forth and tells them who 
he is, and all sink at his feet swearing to fight with him to the death. 
While Judah prays to God for a sign of grace, Noémi comes with the 
dreadful news of the events at Modin, which still. further rouses the 
anger and courage of the Israelites. Meanwhile Leah has succeeded 
in penetrating into Antiochus’ presence to beg the lives of her 
children from him. LEleazar, Gorgias, and Cleopatra join their 
prayers to those of the poor mother, and at last Antiochus consents, 
and the two boys are led into the room. 

But the King only grants their liberty on condition that they re- 
nounce their faith. They are to be burnt alive should they abide 
by their heresy. The mother’s heart is full of agony, but the chil- 
dren’s noble courage prevails. They are prepared to die for their 
God, but the unhappy mother is not even allowed to share their death. 
When Eleazar sees:his brothers’ firmness, his conscience awakens, and 
notwithstanding Cleopatra’s entreaties he joins them on their way 
to death. The hymns of the youthful martyrs are heard, but with 
_ the sound of their voices there suddenly mingles that of a growing 
tumult. Antiochus falls, shot through the heart, and the Israelites 
rush in, headed by Judah, putting the Syrians to flight. Leah sees 
her people’s victory, but the trial has been too great; she sinks back 
lifeless. Judah is proclaimed King of Zion, but he humbly bends 
his head, giving all glory to the Almighty God. 


Tuer Maeic Fiure (Diz ZaAvBERFLOTE.) Opera in 2 acts by Mozart. 

; Text by Schikaneder. 
. Prince Tamino, a youth as valiant as he is noble and virtuous, is 
implored by the Queen of Night to save her daughter, whom the old 
and sage High Priest Sarastro has taken from her by force. The 
bereaved mother pours forth her woe in heart-melting sounds and 
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promises everything to the rescuer of her child. Tamino is filled with 
ardent desire to serve her.—On his way he meets the gay Papageno, 
who at once agrees to share the Prince’s adventures. Papageno is the 
gay element in the opera; always cheerful and in high spirits, his éver- 
ready tongue plays him many a funny trick. So we see him once with 
a lock on his mouth by way of punishment for his idle prating. As 
he promises never to tell a lie any more, the lock is taken away by 
the three Ladies of the Queen of Night. These Ladies present Tamino 
with a golden flute, giving at the same time an instrument made with 
little silver bells to Papageno, both of which are to help them in 
times of danger. The Queen of Night even sends with them three 
boy angels. These are to point out to them the ways and means by 
which they may attain their purpose. 

Now the young and beautiful Princess Pamina is pursued by 
declarations of love from a negro servant of Sarastro. Papageno 
comes to her rescue, frightening the negro Monostatos with his 
feathery dress. Papageno, on the other hand, fears the negro on 
account of his blackness, believing him to be the devil in person. 
Papageno escapes with Pamina, but the negro overtakes him with his 
servants. Then Papageno shakes his bells and, lo! all forgetting their 
wrath, forthwith begin to dance. 

Meanwhile Tamino reaches Sarastro’s castle and at once asks 
for the High Priest, poor Pamina’s bitter enemy. The Under Priests 
do not allow him to enter, but explain that their Master Sarastro is 
as good as he is sage, and that he always acts for the best. They 
assure Tamino that the Princess lives and is in no danger. Full of 
thanks the Prince begins to play on his flute; and just then he hears 
Papageno’s bells. At this juncture Sarastro appears, the wise Master 
‘before whom they all bow. He punishes the wicked negro; but 
Tamino and his Pamina are not to be united without first having 
given ample proof of their love and constancy. Tamino determines 
to undergo whatever trials may await him, but the Queen of Night, 
knowing all, sends her three Ladies to deter Tamino and his comrade 
from their purpose. But all temptation is gallantly set aside; they | 
have given a promise to Sarastro which they will keep. 

Even the Queen of Night herself is unable to weaken their strength 
of purpose; temptations of every kind overtake them, but Tamino re- 
mains firm. He is finally initiated into the mysteries of the goddess 
Isis. 

In the interval Pamina deems Tamino faithless. She would fain 
die, but the three celestial youths console her by assuring her that 
Tamino’s love is true and that he passes through the most severe trials 
solely on her behalf. 

On hearing this Pamina at once asks to share in the trials, and so 
they walk together through fire and water, protected by the golden 
flute as well as by their courage and constancy. They come out 
purified and happy. 
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Papageno, having lost his companion, has grown quite melancholy 
and longs for the little wife that was promised to him and shown to 
him only for a few moments. He resolves at last to end his life by 
hanging himself, when the celestial youths appear, reminding him of 
his bells. He begins to shake them, and Papagena appears in feathery 
dress, the very counterpart of himself. All might now be well were 
it not that the Queen of Night, a somewhat unreasonable lady, broods 
vengeance. She accepts the negro Monostatos as her avenger and 
promises to give him her daughter. But already Sarastro has done 
his work: Tamino is united to his Pamina, and before the sunny 
light of truth everything else vanishes and sinks back iuto night. 


Manon. Opera in 4 acts by J. Massenet. Text by 
Henry Meilhac and Philippe Gille. 

The aubjeck of this opera is based on Prévost’s famous novel “Manon 
Lescaut.” 

The scene is laid in France in 1721. 

The first act takes place in the courtyard of a large inn at Amiens. 

Several young cavaliers are amusing themselves by paying atten- 
tions to three pretty ladies. They impatiently call upon their host to 
bring dinner, and at last it is brought to them in great state. 

While they are dining in the large saloon above, the stage-coach 
arrives with a great number of travellers; amongst them is young 
. Manon, a country girl of sixteen; this is her first journey, which, alas! 
is to end in a convent, an arrangement made by her parents who 
think her taste for worldly pleasures is greater than it should be. 
She is expected by her cousin Lescaut, a Garde du Corps, and while 
he is looking for her luggage, the young beauty is accosted by Guillot- 
Marfontaine, an old roué and rich farmer, who annoys her with his 
equivocal speeches and offers her a seat in his carriage. He is quickly 
driven away by Lescaut on his return; the young man is,’ however, 
enticed away by his comrades to play a game of cards, for which pur- 
pose he leaves his cousin a second time. Before long another cavalier 
approaches Manon; this time it is the Chevalier de Grieux, a young 
_ nobleman, whose good looks and charming manners please the’ young 
girl much better. They quickly fall in love with each other, and when 
de Grieux offers to take her to Paris, Manon gladly consents, thankful 
to escape the convent. Remembering Guillot’s offer she proposes to 
make use of the farmer’s carriage, and they drive gaily off just before 
Lescaut returns to look for his cousin. When this worthy soldier 
hears that the fugitives have gone off in Guillot’s carriage, he abuses 
the farmer with great fury and swears that he will not rest until 
he shall have found his little cousin. 

The second act takes place in a poorly-furnished apartment in 
Paris. 

De Grieux is about to write to his father, whom he hopes to reconcile 
to his purpose of marrying Manon by telling him of the girl’s beauty, 
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of her youth and innocence. They are interrupted by the entrance 
of Lescaut, who, accompanied by de Brétigny, another victim of 
Manon’s charms, comes to avenge the honor of the family. While 
Grieux takes Lescaut aside and pacifies him by showing him the letter 
he has just written, de Brétigny tells Manon that her lover will be 
kidnapped this very evening by his father’s orders. Manon protests 
warmly against this act of tyranny, but de Brétigny warns her that 
her interference would only bring greater harm to both of them, while 
riches, honors, and liberty will be hers if she lets things take their 
course. 

Manon, who on the one hand sincerely loves de Grieux while on 
the other hand she has a longing for all the good things of this 
world, is very unhappy but allows herself to be tempted. When de 
Grieux leaves her to post his letter she takes a most tender fare- 
well of the little table at which they have so often sat, of the one 
glass from which they both drank, and of all the objects around. 
De Grieux, finding her in tears, tries to console her by picturing the 
future of his dreams, a little cottage in the wood where they are to 
live for ever happy and contented. A loud knock interrupts them; 
Manon, knowing what will happen, tries to detain him, but he tears 
himself from her and, opening the door, is at once seized and car- 
ried off. 

The third act opens on the promenade Cour-la-Reine in Paris, a 
scene of merry-making where all the buying, selling, and amusements 
of a great fair are going on. 

The pretty ladies of the first act, Yavotte, Poussette, and Rosette, — 
are being entertained by new lovers, while rich-old Quillot looks in 
vain for a sweetheart. 

Manon, who appears on: de Brétigny’s arm, is the queen of the 
festival. She has stifled the pangs of conscience which had troubled 
her when she left de Grieux, and her passion for jewels and riches is 
as insatiable as ever. Guillot, who hears that de Brétigny has re- 
fused to comply with her last wish, which is to order the ballet of the 
grand opera to dance in the open market-place for her own amuse- 
ment, rushes off to pay for this whim himself, hoping thereby to gain 
the young lady’s favor. 

Manon slowly wanders about in search of new and pretty things 
to buy, while Brétigny suddenly finds himself face to face with the 
old Count de Grieux. When he asks for news of his son the Count tells 
him that the young man has renounced the world and become an Abbé 
and is a famous preacher at Saint Sulpice. He cuts de Brétigny’s 
expressions of astonishment short by telling him that this turn of 
things is due to de Brétigny’s own conduct, meaning that the latter 
had done a bad turn to his friend by crossing his path in relation 
to a certain pretty young lady. De Brétigny, indicating his lady- 
love by a gesture, says, “That is Manon,” and the Count, perceiving 
her beauty, quite understands his son’s infatuation. 
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But Manon’s quick ears have also caught bits of thé conversation, 
and beckoning to her lover she sends him away to buy a golden brace- 
let for her. She then approaches the Count and asks if his son 
has quite overcome his passion for the lady who, she says, was a 
friend of hers. The old man acknowledges that his son had had a hard 
struggle with his love and grief, but adds “One must try and forget,” 
and Manon repeats the words and falls into a fit of sad musing. 

Meanwhile QGuillot has succeeded in bringing the ballet-dancers, 
who perform a beautiful gavotte and other dances. When these are 
ended he turns to Manon in hope of a word of praise, but the wilful 
beauty only turns from him to order her carriage, which is to take 
her to Saint Sulpice, saying lightly to Guillot that she has not cared 
to look at the ballet after all. 

The next scene takes place in the parlor of the seminary in Saint 
Sulpice. A crowd of ladies has assembled to praise the new Abbé’s 
fine preaching. They at last disperse when the young Abbé enters 
with downeast eyes. He is warmly greeted by his father, who 
has followed him. The father at first tries to persuade him to give 
up his newly chosen vocation before he finally takes the vows, but, 
seeing him determined, the Count hands him over his mother’s 
inheritance of 30,000 livres and then bids him good-bye. The young 
man retires to find strength and forgetfulness in prayer. 

When he returns to the parlor he finds Manon. She has also 
prayed fervently that God would pardon her and help her to win 
back her lover’s heart. A passionate scene ensues in which Manon 
implores his forgiveness and is at last successful. De Grieux opens : 
his arms to her and abandons his vocation. 

The fourth act opens in the luxurious drawing-rooms of a great 
Paris hotel. Games of hazard and lively conversation are going 
on everywhere. Manon, arriving with de Grieux, is joyously greeted 
by her old friends. She coaxes her lover to try his luck at play and 
is seconded by her cousin Lescaut, himself an inveterate gambler, who 
intimates that fortune always favors a beginner. Guillot offers to 
play with de Grieux, and truly fortune favors him. After a few 
turns, in which Guillot loses heavily, the latter rises, accusing his 
partner of false play. = 

The Chevalier, full of wrath, is about to strike him, but the others 
hold him back and Guillot escapes, vowing vengeance. He soon re- 
turns with the police headed by the old Count de Grieux, to whom he 
denounces young de Grieux as a gambler and a cheat and points out 
Manon as his accomplice. Old Count de Grieux allows his son to 
be arrested, telling him he will soon be released. Poor Manon is 
seized by the guards, though all the spectators, touched by her youth 
and beauty, beg for her release. The old Count says she only gets 
her deserts. 

The last scene takes place on the high road leading to Havre. 
Cousin Lescaut meets de Grieux, whom he had promised to try to save 
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Manon from penal servitude by effecting her escape. Unfortunately 
the soldiers he employed had meanly deserted him, on hearing 
which de Grieux violently upbraids him. Lescaut pacifies the des- 
perate nobleman by saying that he has thought of other means of 
rescuing Manon. Soon the wagons conveying the convicts to their 
destination are heard approaching. One of these wagons stops. 
Lescaut, accosting one of the soldiers in charge, hears that Manon 
is inside, dying. He begs that he may be allowed to take a last fare- 
well of his little cousin, and bribing the man with money he suc- 
ceeds in getting Manon out of the wagon, promising to bring her to 
the nearest village in due time. 

Manon, sadly changed, totters forward and finds herself clasped in 
her lover’s arms. For a little while the two forget all their woes 
in the joy of being together; Manon deeply repents of her sins and 
follies and humbly craves his pardon, while he covers her wan face 
with kisses. Then he tries to raise her, imploring her to fly with him, 
but, alas! release has come too late, she sinks back and expires in her . 
lover’s embrace. 


MaravueErirs (or Faust). Opera in 5 acts by Charles Gounod. 


Faust, a celebrated old Doctor, is consumed by an insatiable thirst 
for knowledge, but, having already lived through a long life 
devoted to the acquirement of learning and to hard work as a 
scholar, without having his soul-hunger appreciably relieved, is dis- 
satisfied and in his disappointment wishes to be released from this 
life which has grown to be a burden to him. At this moment Mephis- 
topheles, the incarnation of the Evil One, appears and persuades him 
to try life in a new shape. The old and learned Doctor has only 
known it in theory, Mephisto will now show it to him in practice and 
in all the splendor of youth and freshness. Faust agrees and 
Mephisto endows him with youth and beauty. In this guise he sees 
earth anew. It is Easter time, when all is budding and aglow with 
freshness and young life, and on such a bright spring day he first 
sees Margaretha and at once offers her his arm. 

But this lovely maiden, pure and innocent, and well-guarded by 
a jealous brother named Valentin, refuses his company somewhat 
sharply.—Nevertheless she cannot help seeing the grace and good 
bearing of the fine cavalier, and the simple village maiden is in- 
wardly pleased with his flattery. A bad fate wills it that her brother 
Valentin, who is a soldier, has to leave on active service and after 
giving many good advices and warnings for his beautiful sister’s 
welfare, he goes, and so Mephisto is able to introduce Faust to the 
unprotected girl by means of a message which he is supposed to have 
received for an old aunt of Margaretha’s, “Frau Marthe Schwertlein.” 
This old gossip, hearing from Mephisto that her husband has been 
killed in battle, lends a willing ear to the flatteries of the cunning 
Devil; and Margaretha is left to Faust, who wins her by his love and 
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eéasy manners. She is only a simple maiden, knowing nothing of the 
world’s ways and wiles, and she accepts her lover’s precious gifts 
with childish delight. 

By and by her brother Valentin returns victorious from the war, 
but, alas! too late! He challenges his sister’s seducer; Mephisto, 
however, directs Faust’s sword and the faithful brother is, much 
against Faust’s own will, slain, cursing his sister with his last 
breath. 

Now Margaretha awakes to the awful reality of her situation and 
she shrinks from her brother’s murderer. Everybody shuns her, 

_ and she finds herself alone and forsaken. In despair she seeks refuge 
in church, but her own conscience is not silenced; it accuses her more 
loudly than all the pious songs and prayers. Persecuted by evil spirits, 
forsaken and forlorn, Margaretha’s reason gives way and she drowns 
her new-born child. 

_ Meanwhile Mephisto has done everything to stifle in Faust the 
pangs of conscience. Faust never wills the evil, he loves Margaretha 
sincerely, but the bad spirit urges him onward. He shows him all 
the joys and splendors of earth, and antiquity in its most perfect 
form in the person of Helena, but in the midst of all his orgies Faust 

_sees Margaretha. He beholds her, pale, unlike her former self, in the 
white dress of the condemned, with a blood-red circle round the 
neck. Then he knows no rest, he feels that she is in danger and he 
bids Mephisto save her. 

Margaretha has actually been thrown into prison for her deed 
of madness and now the executioner’s axe awaits her. She sits on the 
damp straw, rocking a bundle which she takes for her baby, and across 
her poor, wrecked brain there flit once more pictures of all the scenes 
of her short-lived happiness. Then Faust enters with Mephisto and 
tries to persuade her to escape with them. But she instinctively 
shrinks from her lover, loudly imploring God’s and the Saints’ par- 
don. God has mercy on her, for, just as the bells are tolling for her 
execution, she expires, and her soul is carried to Heaven by angels, 
there to pray for her erring lover. Mephisto disappears into the 
earth.. Z 


MarrHa. Comic Opera in 4 acts by Flotow. Text by W. Friedrich. 


Lady Harriet Durham, tired of the pleasures and splendors of 
Court, determines to seek elsewhere for a pastime, and hoping to find 
it in a sphere different from her own, disguises herself and her con- 
fidant Nancy as peasant girls, in which garb they visit the Fair at 
Richmond accompanied by Lord Tristan, who is hopelessly enamoured 
of Lady Harriet and unwillingly complies with her wish to escort 
them to the adventure in the attire of a peasant.—They join the 
servant girls who are there to seek employment and are hired by a 
tenant Plumkett and his foster-brother Lionel, a youth of somewhat 
extraordinary behavior, his air being noble and melancholy and much 
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too refined for a country squire, while the other, though somewhat 
rough, is frank and jolly in his manner. 

The disguised ladies take the handsel from them without knowing 
that they are bound by it, until the sheriff arrives to confirm the 
bargain. Now the joke becomes reality and they hear that they 
are actually hired as servants for a whole year. 

Notwithstanding Lord Tristan’s protestations the ladies are car- 
ried off by their masters, who know them under the names of Martha 
and Julia. 

In the second act we find the ladies in the company of the tenants, 
who set them instantly to work. Of course they are totally ignorant of 
household work, and as their wheels will not go round Plumkett shows 
them how to spin. In his rough but kind way he always commands 
and turns to Nancy, with whom he falls in love, but Lionel only asks 
softly when he wishes anything done. He has lost his heart to Lady 
Harriet and declares his love to her. Though she is pleased by his 
gentle behavior, she is by no means willing to accept a country 
squire and wounds him by mockery. Meanwhile Plumkett has sought 
Nancy for the same purpose, but she hides herself and at last the girls 
are sent to bed very anxious and perplexed at the turn their ad- 
venture has taken. But Lord Tristan comes to their rescue in a 
coach and they take flight, vainly pursued by the tenants.—Plumkett 
swears to catch and punish them, but Lionel sinks into deep melan- 
choly from which nothing can arouse him. 

In the third act ‘we meet them at a Court hunt, where they recog- 
nize their hired servants in two of the lady hunters. They assert 
their right, but the Ladies disown them haughtily, and when Lionel, 
whose reason almost gives way under the burden of grief and shame 
which overwhelms him at thinking himself deceived by Martha, tells 
the whole story to the astonished Court, the Ladies pronounce him 
insane and Lord Tristan sends him to prison for his insolence, not- 
withstanding Lady Harriet and Nancy’s prayer for his pardon. 

Lionel gives a ring to Plumkett, asking him to show it to the 
Queen, his dying father having told him that it would protect him 
from every danger. 

In the fourth act Lady Harriet feels remorse for the sad eonse- 
quences of her haughtiness. She visits the prisoner to crave his par- ~ 
don. She tells him that she has herself carried his ring to the Queen 
and that he has been recognized by it as Lord Derby’s son, once 
banished from Court but whose innocence is now proved. 

Then the proud Lady offers hand and heart to Lionel, but he re- 
jects her, believing himself duped. Lady Harriet, however, who loves 
Lionel, resolves to win him against his will. She disappears, and 
dressing herself and Nancy in the former peasant’s attire she goes 
once more to the Fair at Richmond, where Lionel is also brought by 
his friend Plumkett. He sees his beloved Martha advance towards 
him, promising to renounce all splendors and live only for him; then 
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his melancholy vanishes, and he weds her, his name and possessions 
being restored to him, while Plumkett obtains the hand of pretty 
Nancy, alias Julia. 


THE MasrER-SincERS oF NUREMBERG. Opera in 8 acts by Wagner. 


. In the first act we see St. Catharine’s church in Niiremberg, where 
Divine Service is being celebrated in preparation for St. John’s Day. 
Eva, the lovely daughter of Master Pogner the jeweller, sees the young 
knight Walter Stolzing, who has fallen in love with Eva and who has 
sold his castle in Franconia to become a citizen of N iiremberg. She 
tells him that her hand is promised to the winner of the prize for a 
master-song, to be sung on the following morning. 

We are now called to witness one of those ancient customs still 
sometimes practised in old German towns. The master-singers appear 
and the apprentices prepare everything needful for them. Walter 
asks one of them, called David, an apprentice of Sachs, what he will 
have to do in order to compete for the prize. He has not learnt 
poetry as a profession like those worthy workmen, and David vainly 
tries to initiate him into their old-fashioned rhyming. Walter leaves 
him, determined to win the prize after his own fashion. 

Pogner appears with Beckmesser the clerk, whom he wishes to have 
as son-in-law. Beckmesser is so infatuated that he does not doubt 
of his success. Meanwhile Walter comes up to them, entreating them 
to admit him into their corporation as a master-singer. 

Pogner consents, but Beckmesser grumbles, not at all liking to have 
a nobleman among them.—When all are assembled, Pogner declares 
his intention of giving his daughter to the winner of the master-song 
on the day of St. John’s festival and all applaud his resolution. Eva 
herself may refuse him, but never is she to wed another than a 
crowned master-singer. Sachs, who loves Eva as his own child, seeks 
to change her father’s resolution, at the same time proposing to let 
the people choose in the matter of the prize, but he is silenced by 
his colleagues. They now want to know where Walter has learnt the 
art of poetry and song, and as he designates Walter von der Vogel- 
weide and the birds of the forest, they shrug their shoulders. 

He begins at once to give a proof of his art, praising Spring in a 
song thrilling with melody. Beckmesser interrupts him; he has 
marked the rhymes on the black tablet, but they are new and unin- 
telligible to this dry verse-maker, and he will not let them pass. The 
others share his opinion; only Hans Sachs differs from them, remark- 
ing that Walter’s song, though new and not after the old use and 
wont rules of Niiremberg, is justified all the same, and so Walter is 
allowed to finish it, which he does with a bold mockery of the vain 
poets, comparing them to crows oversounding a singing bird. Sachs 
alone feels that Walter is a trie poet. 

In the second act David the apprentice tells Magdalene, Eva’s 
nurse, that the new singer did not succeed, at which she is honestly 
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too refined for a country squire, while the other, though somewhat 
rough, is frank and jolly in his manner. 

The disguised ladies take the handsel from them without knowing 
that they are bound by it, until the sheriff arrives to confirm the 
bargain. Now the joke becomes reality and they hear that they 
are actually hired as servants for a whole year. 

Notwithstanding Lord Tristan’s protestations the ladies are car- 
ried off by their masters, who know them under the names of Martha 
and Julia. 

In the second act we find the ladies in the company of the tenants, 
who set them instantly to work. Of course they are totally ignorant of 
household work, and as their wheels will not go round Plumkett shows 
them how to spin. In his rough but kind way he always commands 
and turns to Nancy, with whom he falls in love, but Lionel only asks 
softly when he wishes anything done. He has lost his heart to Lady 
Harriet and declares his love to her. Though she is pleased by his 
gentle behavior, she is by no means willing to accept a country 
squire and wounds him by mockery. Meanwhile Plumkett has sought 
Nancy for the same purpose, but she hides herself and at last the girls 
are sent to bed very anxious and perplexed at the turn their ad- 
venture has taken. But Lord Tristan comes to their rescue in a 
coach and they take flight, vainly pursued by the tenants.—Plumkett 
swears to catch and punish them, but Lionel sinks into deep melan- 
choly from which nothing can arouse him. 

In the third act ‘we meet them at a Court hunt, where they recog- 
nize their hired servants in two of the lady hunters. They assert 
their right, but the Ladies disown them haughtily, and when Lionel, 
whose reason almost gives way under the burden of grief and shame 
which overwhelms him at thinking himself deceived by Martha, tells 
the whole story to the astonished Court, the Ladies pronounce him 
insane and Lord Tristan sends him to prison for his insolence, not- 
withstanding Lady Harriet and Nancy’s prayer for his pardon. 

Lionel gives a ring to Plumkett, asking him to show it to the 
Queen, his dying father having told him that it would protect him 
from every danger. 

‘In the fourth act Lady Harriet feels remorse for the sad eonse- 
quences of her haughtiness. She visits the prisoner to crave his par- ~ 
don. She tells him that she has herself carried his ring to the Queen 
and that he has been recognized by it as Lord Derby’s son, once 
banished from Court but whose innocence is now proved. 

Then the proud Lady offers hand and heart to Lionel, but he re- 
jects her, believing himself duped. Lady Harriet, however, who loves 
Lionel, resolves to win him against his will. She disappears, and 
dressing herself and Nancy in the former peasant’s attire she goes 
once more to the Fair at Richmond, where Lionel is also brought by 
his friend Plumkett. He sees his beloved Martha advance towards 
him, promising to renounce all splendors and live only for him; then 
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his melancholy vanishes, and he weds her, his name and possessions 
being restored to him, while Plumkett obtains the hand of pretty 
Nancy, alias Julia. 


THE MasrER-SincERs or NUREMBERG. Opera in 8 acts by Wagner. 


. In the first act we see St. Catharine’s church in Niiremberg, where 
Divine Service is being celebrated in preparation for St. John’s Day. 
Eva, the lovely daughter of Master Pogner the jeweller, sees the young 
knight Walter Stolzing, who has fallen in love with Eva and who has 
sold his castle in Franconia to become a citizen of Niiremberg. She 
tells him that her hand is promised to the winner of the prize for a 
master-song, to be sung on the following morning. ~ — 

We are now called to witness one of those ancient customs still 
sometimes practised in old German towns. The master-singers appear 
and the apprentices prepare everything needful for them. Walter 
asks one of them, called David, an apprentice of Sachs, what he will 
have to do in order to compete for the prize. He has not learnt 
poetry as a profession like those worthy workmen, and David vainly 
tries to initiate him into their old-fashioned rhyming. Walter leaves 
him, determined to win the prize after his own fashion. 

Pogner appears with Beckmesser the clerk, whom he wishes to have 
as son-in-law. Beckmesser is so infatuated that he does not doubt 
of his success. Meanwhile Walter comes up to them, entreating them 
to admit him into their corporation as a master-singer. 

Pogner consents, but Beckmesser grumbles, not at all liking to have 
a nobleman among them.—When all are assembled, Pogner declares 
his intention of giving his daughter to the winner of the master-song 
on the day of St. John’s festival and all applaud his resolution. Eva 
herself may refuse him, but never is she to wed another than a 
crowned master-singer. Sachs, who loves Eva as his own child, seeks 
to change her father’s resolution, at the same time proposing to let 
the people choose in the matter of the prize, but he is silenced by 
his colleagues. They now want to know where Walter has learnt the 
art of poetry and song, and as he designates Walter von der Vogel- 
weide and the birds of the forest, they shrug their shoulders. 

He begins at once to give a proof of his art, praising Spring in a 
song thrilling with melody. Beckmesser interrupts him; he has 
marked the rhymes on the black tablet, but they are new and unin- 
telligible to this dry verse-maker, and he will not let them pass. The 
others share his opinion; only Hans Sachs differs from them, remark- 
ing that Walter’s song, though new and not after the old use and 
wont rules of Niiremberg, is justified all the same, and so Walter is 
allowed to finish it, which he does with a bold mockery of the vain 
poets, comparing them to crows oversounding a singing bird. Sachs 
alone feels that Walter is a trie poet. 

In the second act David the apprentice tells Magdalene, Eva’s 
nurse, that the new singer did not succeed, at which she is honestly 
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grieved, preferring the gallant younker for her mistress to the old 
and ridiculous clerk.. The old maid loves David; she provides him 
with food and sweets, and many are the railleries which he has to 
suffer from his companions in consequence. 

The evening coming on we see Sachs in his open workshop; Eva, 
his darling, is in confidential talk with him. She is anxious about 
to-morrow, and rather than wed Beckmesser she would marry Sachs, 
whom she loves and honors as a father. Sachs is a widower, but he 
rightly sees through her schemes and resolves to help the lovers. 

It has now grown quite dark and Walter comes to see Eva, but 
they have not sat long together when the sounds of a lute are heard. 

It is Beckmesser trying to serenade Eva, but Sachs interrupts him 
by singing himself and thus excites Beckmesser’s wrath and despair. 
At last a window opens and Beckmesser, taking Magdalene for Eva, 
addresses her im louder and louder tones, Sachs all the time beating the 
measure on a shoe. The neighboring windows open, there is a gen- 
eral alarm, and David, seeing Magdalene at the window apparently 
listening to Beckmesser, steals behind this unfortunate minstrel and 
begins to slap him. In the uproar which now follows Walter vainly 
tries to escape from his refuge under the lime-tree, but Sachs comes 
to his rescue and takes him into his own workshop, while he pushes 
Eva unseen into her father’s house, the door of which has just 
been opened by Pogner. 

Tn the third act we find Sachs in his room. Walter enters, thank- 
ing him heartily for the night’s shelter. Sachs kindly shows him 
the rules of poetry, encouraging him to try his luck once more. 
Walter begins and quite charms Sachs with his love-song. After they 
have left the room, Beckmesser enters and, reading the poetry which 
Sachs wrote down, violently charges the shoemaker with wooing Eva 
himself. Sachs denies it and allows Beckmesser to keep the paper. 
The latter, who has vainly ransacked his. brains for a new song, is 
full of joy, hoping to win the prize with it. 

When he is gone Eva slips in to fetch her shoes and she sees Walter 
stepping out of his dormitory in brilliant armor. He has found 
a third stanza to his song, which he at once produces.—They all pro- 
ceed to the place where the festival is to be held and Beckmesser 
is the first to try his fortunes, which he does by singing the stolen 
song. He sadly muddles both melody and words, and being laughed 
at, he charges Sachs with treachery, but Sachs quietly denies the 
authorship, pushing forward Walter, who now sings his stanzas in- 
spired by love and poetry. No need to say that he wins the hearers’ 
hearts as he has won those of Eva and Sachs, and that Pogner does 
not deny him his beloved daughter’s hand. 
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Mianon. Opera in 8 acts by Ambroise Thomas. Text by 
Michel Carré and Jules Barbier. 


The first two acts take place in Germany. 

Lothario, a half-demented old man poorly ae as a wandering 
minstrel, seeks his lost daughter Sperata. Mignon comes with a band 
of gypsies, who abuse her because she refuses to dance. Lothario 
advances to protect her, but Jarno, the chief of the troop, only scorns 
him, until a student, Wilhelm Meister, steps forth and rescues her, 
a young actress named Philine compensating the gypsy for his loss by 
giving him all her loose cash. Mignon, grateful for the rescue, falls 
in love with Wilhelm and wants to follow and serve him, but the 
young man, though delighted with her loveliness and humility, is not 
aware of her love. Nevertheless he takes her with him. He is of 
good family, but by a whim just now stays with a troop of come- 
dians, to whom he takes his protégée. The coquette Philine loves 
Wilhelm and has completely enthralled him by her arts and graces. 
She awakes bitter jealousy in Mignon, who tries to drown herself but 
is hindered by the sweet strains of Lothario’s harp which appeal to 
the noble feelings of her nature. The latter always keeps near her, 
watching over the lovely child. He instinctively feels himself at- 
tracted towards her; she recalls his lost daughter to him and he sees 
her as abandoned and lonely as himself. Mignon, hearing how cele- 
brated Philine is, wishes that the palace, within which Philine plays, 
might be struck by lightning, and Lothario at once executes her wish 
by setting the house on fire. 

While the guests rush into the garden, Philine orders Mignon to 
fetch her nosegay, the same flowers which the thoughtless youth 
offered to his mistress Philine. Mignon, reproaching herself for her 
sinful wish, at once flies into the burning house, and only after- 
wards does her friend Laértes perceive that the theatre has caught fire 
too. Everybody thinks Mignon lost, but Wilhelm, rushing into the 
flames, is happy enough to rescue her. 

The third act carries us to Italy, where the sick Mignon has been 
brought. Wilhelm, having discovered her love, which she reveals in 
her delirium, vows to live only for her. Lothario, no longer a min- 
strel, receives them as the owner of the palace, from which he had been 
absent since the loss of his daughter. While he shows Mignon the 
relics of the past, a scarf and a bracelet of corals are suddenly recog- 
nized by her. She begins to remember her infantine prayers, she 
recognizes the hall with the marble statues and her mother’s picture 
on the wall.—With rapture Lothario embraces his long-lost Sperata. 
But Mignon’s jealous love has found out that Philine followed her 
and she knows no peace until Wilhelm has proved to her satisfaction 
that he loves her best. 

At last Philine graciously renounces Wilhelm and turns to Fried- 
rich, one of her many adorers, whom to his own great surprise she 
designates as her future husband. Mignon at last openly avows her 
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passion for Wilhelm. The people, hearing of the arrival of their 
master, the Marquis of Cypriani, alias Lothario, come to greet him 
with loud acclamations of joy, which grow still louder when he pre- 
sents to them his daughter Sperata and Wilhelm, her chosen husband. 


La Muerrs DE Porrior, Grand Historical Opera in 5 acts by 
Auber, Text by Scribe, 

In the first act we witness the wedding of Alfonso, son of the 
Viceroy of Naples, with the Spanish Princess Elvira. Alfonso, who 
has seduced Fenella, the Neapolitan Masaniello’s dumb sister and 
abandoned her, is tormented by doubts and remorse, fearing that she 
has committed suicide. During the festival Fenella rushes in to seek 
protection from the Viceroy, who has kept her a prisoner for the past 
month. She has escaped from her prison and narrates the story of 
her seduction by gestures, showing a scarf which her lover gave 
her. Elvira promises to protect her and proceeds to the altar, Fenella 
vainly trying to follow. In the chapel Fenella recognizes her seducer 
in the bridegroom of the Princess. When the newly married couple 
come out of the church, Elvira presents Fenella to her husband and 
discovers from the dumb girl’s gestures that he was her faithless 
lover. Fenella flies, leaving Alfonso and Elvira in sorrow and despair. 

In the second act the fishermen, who have been brooding in silence 
over the tyranny of their foes, begin to assemble. Pietro, Masaniello’s 
friend, has sought for Fenella in vain, but at length she appears of 
her own accord and confesses her wrongs. Masaniello is infuriated 
and swears to have revenge, but Fenella, who still loves Alfonso, does 
not mention his name. Then Masaniello calls the fishermen to arms 
and they swear perdition to the enemy of their country. 

In the third’act we find ourselves in the market-place in Naples 
where the people go to and fro, selling and buying, all the while con- 
cealing their purpose under a show of merriment and ‘carelessness. 
Selva, the officer of the Viceroy’s bodyguard from whom Fenella has 
escaped, discovers her, and the attempt to rearrest her is the sign 
for a general revolt, in which the people are victorious. 

In the fourth act Fenella comes to her brother’s dwelling and 
describes the horrors which are taking place in the town. The rela- 
tion fills his noble soul with sorrow and disgust. When Fenella has 
retired to rest, Pietro enters with comrades and tries to excite Masa- 
niello to further deeds, but he only wants liberty and shrinks from 
murder and cruelties. 

They tell him that Alfonso has escaped and that they are iesteen 
to overtake and kill him. Fenella, who hears all, decides to save her 
lover. At this moment Alfonso begs at her door for a hiding-place. 
He enters with Elvira, and Fenella, though at first disposed to avenge 
herself on her rival, pardons her for Alfonso’s sake. Masaniello, re- 
entering, assures the strangers of his protection, and even when Pietro 
denounces Alfonso as the Viceroy’s son he holds his promise sacred. 
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Pietro, with his fellow conspirators, leaves him full of rage and 
hatred. 

Meanwhile the magistrate of the city presents Masaniello with the 
Royal Crown and he is proclaimed King of Naples. 

In the fifth act we find Pietro with the other fishermen before the 
Viceroy’s palace. He confides to Moreno that he has administered 
poison to Masaniello in order to punish him for his treason and that 
the King of one day will soon die. While he speaks Borella rushes 
in to tell of a fresh troop of soldiers marching against the people 
with Alfonso at their head. Knowing that Masaniello alone can 
save them, the fishermen entreat him to take the command of them 
once more, and Masaniello, though deadly ill and half bereft of his 
reason, complies with their request. The combat takes place while 
an eruption of Vesuvius is going on. Masaniello falls in the act 
of saving Elvira’s life. On hearing these terrible tidings Fenella 
rushes to the terrace, from which she leaps into the abyss beneath, 
while the fugitive noblemen again take possession of the city. 


Norma, Tragic Opera in 2 acts by Bellini. Text by Romani. 


Norma, daughter of Orovist, chief of the Druids and High Priestess 
herself, has broken her vows and secretly married Pollio, the Roman 
Proconsul. They have two children. But Pollio’s love has vanished. 
In the first act he confides to his companion Flavius that he is 
enamoured of Adalgisa, a young priestess in the temple of Irminsul, 
the Druids’ god. 

Norma, whose secret nobody knows but her friend Clothilde, is wor- 
shipped by the people, being the only one able to interpret the oracles 
of their god. She prophesies Rome’s fall, which she declares will be 
brought about not by the prowess of Gallic warriors but by its own 
weakness. She sends away the people to invoke alone the benediction 
of the god. When she also is gone, Adalgisa appears, and is per- 
suaded by Pollio to fly with him to Rome. But remorse and fear 
induce her to confess her sinful love to Norma, whom she like the 
others adores. Norma, however, seeing the resemblance to her own 
fate, promises to release her from her vows and give her back to the 
world and to happiness, but hearing from Adalgisa the name of her 
lover, who, as it happens, just then approaches, she of course reviles 
the traitor, telling the poor young maiden that Pollio is her own 
spouse. The latter defies her, but she bids him leave. Though as 
he goes he begs Adalgisa to follow him, the young priestess turns from 
the faithless lover and craves Norma’s pardon for the offence she has 
unwittingly been guilty of. 5 

In the second act Norma, full of despair at Pollio’s treason, re- 
solves to kill her sleeping boys. But they awake and the mother’s 
heart shudders as she thinks of her purpose; then she calls for 
Clothilde and bids her fetch Adalgisa. 

When she appears Norma entreats her to be a mother to her chil- 
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dren and to take them to their father Pollio, because she has deter- 
mined to free herself from shame and sorrow by a voluntary death. 
But the noble-hearted Adalgisa will not hear of this sacrifice and 
promises to bring Pollio back to his first love. After a touching duet, 
in which they swear eternal friendship to each other, Norma takes 
courage again. Her hopes are vain, however, for Clothilde enters 
to tell her that Adalgisa’s prayers were of no avail—Norma, dis- 
trusting her rival, calls her people to arms against the Romans and 
gives orders to prepare the funeral pile for the sacrifice. The victim 
is to be Pollio, who was captured in the act of carrying Adalgisa off 
by foree. Norma orders her father and the Gauls away that she may 
speak alone with Pollio, to whom she promises safety if he will re- 
nounce Adalgisa and return to her and to her children. But Pollio, 
whose only thought is of Adalgisa, pleads for her and for his own 
death. Norma, denying it to him, calls the priests of the temple to 
denounce as victim a priestess, who, forgetting her sacred vows, has 
entertained a sinful passion in her bosom and betrayed the gods. 
Then she firmly tells them that she herself is this faithless creature, 
but to her father alone does she reveal the existence of her children. 

Pollio, recognizing the greatness of her character, which impels her 
to sacrifice her own life in order to save him and her rival, feels his 
love for Norma revive, and stepping forth from the crowd of specta- 
tors, he takes his place beside her on the funeral pile. Both commend 
their children to Norma’s father Orovist, who finally pardons the 
poor victims. : 


Le Nozzz pi Fiearo. Comic Opera in 4 acts by Mozart. Text by 
Lorenzo da Ponte. 

Count Almaviva, though married to Rosina and loving her ardently, 
cannot bring himself to cease playing the réle of a gallant cavalier; 
he likes pretty women wherever he finds them, and, notwithstanding 
his high moral principles, is carrying on a flirtation with Rosina’s 
maid, the charming Susanna. This does not hinder him from being 
jealous of his wife, who is here represented as a character both sweet 
and passive. He suspects her of being overfond of her page, Cheru- 
bino.—From the bystanders, Doctor Bartolo and Marcellina, we hear 
that their old hearts have not yet ceased to glow at the touch of youth 
and love; Bartolo would fain give his affections to Susanna, while 
Marecellina pretends to have claims on Figaro. 

These are the materials which are so dexterously woven into the 
complicated plot and which furnish so many funny quid-pro-quos. 

In the second act we find Cherubino, the Page, in the rooms of the 
Countess, who, innocent and pure herself, sees in him only a child; 
but this youth has a passionate heart and he loves his mistress 
ardently. Mistress and maid have amused themselves with Cherubino, 
putting him into women’s dresses. The Count, rendered suspicious by 
a letter, given to him by Basilio, bids his wife open her door. The 
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women, afraid of his jealousy, detain him a while, and only open 
the door when Cherubino has got safely through the window and 
away over the flower beds. The Count, entering full of wrath, finds 
only Susanna with his wife. Ashamed of his suspicions, he asks 
her pardon and swears never to be jealous again. All blame in the 
matter of the letter is put on Figaro’s shoulders, but this cunning 
fellow lies boldly and the Count cannot get the clue to the mystery. 
Figaro and Susanna, profiting by the occasion, entreat the Count 
at last to consent to their wedding, which he has always put off. At 
this moment the gardener Antonio enters, complaining of the spoilt 
flower beds. Figaro, taking all upon himself, owns that he sprang out 
of the window, having had an interview with Susanna and fearing 
the Count’s anger. All deem themselves saved when Antonio pre- 
sents a document which the fugitive has lost. The Count, not quite 
convinced, asks Figaro to tell him the contents; but the latter, never 
at a loss and discovering that it is the Page’s patent, says that the 
document was given to him by the Page, the seal having been for- 
gotten. The Count is about to let him off when Bartolo appears with 
Marcellina, who claims a matrimonial engagement with Figaro. Her 
claim is favored by the Count, who wishes to-see Susanna unmarried. 
Out of this strait, however, they are delivered by finding that Figaro 
is the son of the old couple, the child of their early love; and all 
again promises well. But the Countess and Susanna have prepared 
a little punishment for the jealous husband as well as for the flighty 
lover. 

They have both written letters in which they ask the men to an 
interview in the garden. Susanna’s letter goes to the Count, Rosina’s 
to Figaro. Under the wings of night the two women meet, each, her 
own lover, but Susanna wears the Countess’ dress, while Rosina has 
arrayed herself in Susanna’s clothes. 

The Countess, not usually given to such tricks, is very anxious. 
While she awaits her husband Cherubino approaches, and taking her 
for Susanna he, like a little Don Juan as he is, makes love to her. 
Hearing the Count’s steps, he disappears. Almaviva caresses the 
seeming Susanna, telling her nice things and giving her a ring, 
which she accepts. They are observed by the other couple and the 
sly Figaro, who has recognized Susanna notwithstanding her dis- 
guise, denounces the Count to her, vows eternal love, and generally 
makes his bride burn with wrath. In her anger she boxes his ears, 
upon which he confesses to having known her from the first, and at 
once restores her good-humor. 

Seeing the Count approach they continue to play their former réles, 
and the false Countess makes love to Figaro, till the Count accosts 
her as “traitress.” For a while she lets him suffer all the tortures 
of jealousy, then the lights appear and the Count stands ashamed 
before his lovely wife, recognizing his mistake. The gentle Countess 
forgives him, and the repenting husband swears eternal fidelity. He 
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speedily unites the lovers Figaro and Susanna, and forgives even the 
little Page Cherubino. 


Tue NurEMBERG Dott (Diz NURNBERGER Puppe). Comic Opera in 1 act by 
A. Adam. Text by Lenven and Beauplan, translated into German 
by Ernst Pasqué. 


The scene takes place in a toy-shop at Niiremberg. Cornelius, 
the owner, has an only son, Benjamin, whom he dearly loves notwith- 
standing his stupidity; while he is most unjust to his orphan nephew, 
Heinrich, whom he keeps like a servant after having misappropriated 
the latter’s inheritance. 

The old miser wants to procure a wife for his darling, a wife en- 
dowed with beauty and every virtue; and as he is persuaded that 
such a paragon does not exist in life, he has constructed a splendid 
doll which he hopes to endow with life by the help of Doctor Faust’s 
magic book. 

He only awaits a stormy night for executing his design. Mean- 
while he enjoys life, and when presented to us is just going with 
Benjamin to a masked ball, after sending at the same time his nephew 
supperless to bed.—When they have left, Heinrich reappears in the 
garb of Mephistopheles, and, clapping his hands his fiancée Bertha, a 
poor seamstress, soon enters. 

Sadly she tells her lover that she is unable to go to the ball, hav- 
ing given all her money, which she had meant to spend on a dress, to 
@ poor starving beggar-woman in the street. 

Heinrich, touched by his love’s tender heart, good-humoredly deter- 
mines to lay aside his mask, in order to stay at home with Bertha, 
when suddenly a bright idea strikes him. Remembering the doll, 
which his uncle hides so carefully in his closet, which has, however, 
long been spied out by Heinrich, he shows it to Bertha, who delight- 
edly slips into the doll’s beautiful clothes, which fit her admirably. 

Unfortunately Cornelius and his son are heard returning while 
Bertha is still absent dressing. The night has grown stormy, and 
the old man deems it favorable for his design; so he at once pro- 
ceeds to open Faust’s book and to begin the charm. 

Heinrich, who has hardly had time to hide himself in the chimney, 
is driven out by his cousin’s attempts to light a fire. He leaps down 
into the room and the terrified couple take him for no other than the 
Devil in person, Heinrich wearing his mask and being besides black- 
ened by soot from the chimney. Perceiving his uncle’s terror, he 
profits by it, and at once beginning a conjuration he summons the 
doll, that is to say, Bertha in the doll’s dress. Father and son are 
delighted by her performances, but: when she opens her mouth and 
reveals a very wilful and wayward character, Cornelius is less 
charmed. The doll peremptorily asks for food, and Mephistopheles 
indicates that it is to be found in the kitchen. While the worthy pair 
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go to fetch it, Mephistopheles, hastily exchanging words with wie 
lady-love, vanishes into his sleeping room. 

The doll now begins to lead a dance which makes the toymaker’s 
hair stand on end. She first throws the whole supper out of the 
window, following it with plate, crockery, toys, etc. Then, taking 
a drum, she begins to drill them like a regular tambour-major, slap- 
ping their ears, mouths, and cheeks as soon as they try to approach her. 

At last, when they are quite worn out, she flies into the closet. But 
now the father’s spirit is roused, he resolves to destroy his and the 
Deyil’s work; however, he is hindered by Heinrich, who now makes 
his appearance and seems greatly astonished at the uproar and dis- 
order he finds in the middle of the night. He only wants to gain time 
for Bertha to undress and then escape. 

Resolutely the old man walks into the closet to slay the doll. But 
he returns pale and trembling, having destroyed her while asleep 
and believing to have seen her spirit escape through the window with 
fiendish laughter.—Yet, awed by his deed, he sees Heinrich return- 
ing, who confesses to his uncle that he has found out his secret 
about the doll, and that) having accidentally broken it, he has sub- 
stituted a young girl. Cornelius, half dead with fright, sees himself 
already accused of murder; his only salvation seems to lie in his 
nephew’s silence and instant flight. Heinrich is willing to leave the 
country provided his uncle give him back his heritage, which consists 
of 10,000 thalers. After some vain remonstrances the old man gives 
him the gold. Heinrich, having gained his ends, now introduces 
Bertha, and the wicked old fool and his son see too late that they 
have been the dupes of the clever nephew. 


Orre£o & Evrypiog. | Opera in 8 acts by Gluck. Text by 
Raniero di Calzabigi. 

Orpheus, the celebrated Greek musician and singer, has lost his 
wife Eurydice.. His mournful songs fill the groves where he laments, 
and with them he touches the hearts not only of his friends but of 
the gods. On his wife’s grave Amor appears to him and bids him 
descend into Hades, where he is to move the Furies and the Elysian 
shadows with his sweet melodies and win back from them his lost 
wife. 

He is to recover her on a condition, which is, that he never casts a 
look on her on their return to earth; for if he fails in this, Eurydice 
will be for ever lost to him. 

Taking his lyre and casque. Orpheus promises obedience, and with 
new hope sallies forth on his mission. The second act represents 
the gates of Erebus, from which flames arise. Orpheus is surrounded 
by furies and demons, who try to frighten him; but he, nothing 
daunted, mollifies them by his sweet strains and "they set free the 
passage to Elysium, where Orpheus has to win the happy shadows. 
He beholds Eurydice among them, veiled; the happy shadows readily 
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surrender her to him, escorting the pair to the gates of their happy 
vale. 

The third act beholds the spouses on their way back to earth. 
Orpheus holds Eurydice by the hand drawing the reluctant wife on, 
but without raising his eyes to her face; on and on through the wind- 
ing and obscure paths which lead out of the infernal regions. Not- 
withstanding his protestations of love and his urgent demands to her 
to follow him, Eurydice never ceases to implore him to cast a single 
look on her, threatening him with her death should he not fulfil her 
wish. Orpheus, forbidden to tell her the reason of his strange be- 
havior, long remains deaf to her cruel complaints, but at last he yields 
and looks back, only to see her expire under his gaze. Overwhelmed by 
grief and despair Orpheus draws his sword to destroy himself, when 
Amor appears and stays the fatal stroke. 

In pity for Orpheus’ love and constancy he reanimates Eurydice 
(contrary, however, to the letter of the Greek tragedy), and the act 
closes with a beautiful chorus sung in Amor’s praise. 


PaGuiacc! (MERRY ANDREW). Musical Drama in 2 acts and a prologue. 
Music and Text by R. Leoncavallo. Translated into the 
German by Ludwig Hartmann. 

In the Prologue, a wonderful piece of music, Tonio the Fool 
announces to the public the deep tragic sense which often is hidden 
behind a farce, and prepares them for the sad end of the lovers in 
this comedy. 

The introduction, with its wonderful Largo, is like a mournful 
lamentation; then the curtain opens, showing the entry of a troop of 
wandering actors, so common in southern Italy. They are received 
with high glee by the peasants, and Canio, the owner of the troop, 
invites them all to the evening’s play. Canio looks somewhat gloomy, 
and he very much resents the taunts of the peasants, who court his 
beautiful wife Nedda and make remarks about the Fool’s attentions to 
her. Nevertheless Canio gives way to his friends’ invitation for a 
glass of Chianti wine, and he takes leave of his wife with a kiss, 
which, however, does not quite restore her peace of mind, Nedda’s 
conscience being somewhat disturbed. But soon she casts aside all 
evil forebodings and vies with the birds in warbling pretty songs, 
which, though reminding the hearer of Wagner’s Siegfried, are of 
surpassing harmony and sweetness. Tonio the Fool, spying the mo- 
ment to find Nedda alone, approaches her with a declaration of love, 
but she haughtily turns from him, and as he only grows more 
obstrusive and even tries to embrace her, she seizes a whip and slaps 
him in the face. Provoked to fury, he swears to avenge himself. 
Hardly has he turned away when the peasant Silvie appears on 
the wall. He is Nedda’s lover, and, having seen Canice sitting in 
the tavern, he entreats her to separate herself from the husband she 
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never loved and take flight with him. Nedda hesitates between duty 
and passion, and at last the latter prevails and she sinks into his 
arms. This love duet is wonderful in style and harmony. ‘Tonio 
unfortunately has spied out the lovers and returns with Canio. But, 
on perceiving the latter’s approach, Silvio has leapt over the wall, his 
swectheart’s body covering his own person so that Canio is unable to 
recognize his rival; he once more reminds Nedda to be ready that 
night and then takes flight. With an inarticulate cry Canio rushes 
after him, and Nedda falls on her knees to pray for her lover’s escape, 
while Tonio the Fool triumphs over her misery. The husband, how- 
ever, returns defeated; panting, he claims the lover’s name, and 
Nedda’s lips remaining sealed he is about to stab his wife when 
Beppo the Harlequin intervenes, and, wrenching the dagger from his 
unfortunate master’s hands, intimates that it is time to prepare for the 
play. While Nedda retires Canio breaks out into a bitter wail over his 
hard lot, which compels him to take part in the farce, which for him 
is bitter reality. With this air the tragic height of the opera is 
reached. 

In the second act the spectators throng before the small stage, each 
of them eager to get the best seat.- Nedda appears dressed as Colom- 
bine, and while she is collecting the money she finds time to warn 
Silvio of her husband’s wrath. The curtain opens and Nedda is seen 
alone on the stage listening to the sentimental songs of Arlequin, 
her lover in the play. Before she has given him the sign to enter, 
Tonio, in-the play called Taddeo the Fool, enters, bringing the food 
which his mistress has ordered for herself and Arlequin. Just as it 
really happened in the morning, the poor Fool now makes love to 
her in play; but when scornfully repulsed he humbly retires, swear- 
ing to the goodness and pureness of his lady-love. Arlequin enter- 
ing through the window, the two begin to dine merrily, but Taddeo 
re-enters, in mocking fright, to announce the arrival of the husband 
Bajazzo (Canio). The latter, however, is in terrible earnest, and 
when he hoarsely exacts the lover’s name the lookers-on, who hitherto 
have heartily applauded every scene, begin to feel the awful tragedy 
hidden behind the comedy. Nedda remains outwardly calm, and 
mockingly she names innocent Arlequin as the one who had dined 
with her. Then Bajazzo begins by reminding her how he found her 
in the street a poor waif and stray, whom he nursed, petted, and loved, 
and Nedda remaining cold, his wrath rises to fury and he wildly curses 
her, shrieking, “The name, I will know his name!” But Nedda, 
though false, is no traitress. “Should it cost my life I will never 
betray him!” she cries, at the same time trying to save her life by 
hurrying from the~stage amongst the spectators. Too late, alas! 
Canio already has reached and stabbed her, and Silvio, who rushes 
forward, also receives his death-stroke from the hands of the de- 
ceived husband, who has heard his name slip from the dying lips of 
his wife. All around stand petrified, nobody dares to touch the 
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avenger of his honor, who stands by his wife’s corpse limp and broken- 
hearted: “Go,” says he, “go, the farce is ended.” 


Parsirau. A Festival Drama by Richard Wagner. 


The first scene is laid in a forest on the grounds of the keepers of 
the Grail near Castle Monsalvat. Old Gurnemanz awakes two young 
Squires for their morning prayer, and bids two Knights prepare a 
bath for the sick King Amfortas, who suffers cruelly from a wound, 
dealt him by the sorcerer Klingsor, the deadly foe of the Holy Grail. 
The Grail is a sacred cup, from which Christ drank at the last 
Passover and which also received his holy blood. Titurel, Amfortas’ 
father, has built the castle to shield it, and appointed holy men for 
its service. While Gurnemanz speaks with the Knights about their 
poor master’s sufferings, in rushes Kundry, a sorceress in Klingsor’s 
service, condemned to laugh eternally as a punishment for having 
derided Christ, while he was suffering on the Cross. She it was who 
with her beauty seduced Amfortas and deprived him of his holy 
strength, so that Klingsor was enabled to wring from the King his 
holy spear Longinus, with which he afterwards wounded him. Kun- 
dry is in the garb of a servant of the Grail; she brings balm for the 
King, who is carried on to the stage in a litter, but it avails him not: 
“a guileless fool” with a child’s pure heart, who will bring back the 
holy spear and touch him with it, can alone heal his wound. 

Suddenly a dying swan sinks to the ground, and Parsifal, a young 
knight, appears. Gurnemanz reproaches him severely for having 
shot the bird, but he appears to be quite ignorant of the fact that 
it was wrong and, when questioned, proves to know nothing about 
his own origin. He only knows his mother’s name “Herzeleid” 
(heart’s affliction), and Kundry, who recognizes him, relates that his 
father Gamuret perished in battle and that his mother reared him, 
a guileless fool, in the desert. When Kundry mentions that his 
mother is dead and has sent her last blessing to her son, Parsifal is 
almost stunned by this, his first grief. Gurnemanz conducts him to 
the castle, where the Knights of the Grail are assembled in a lofty hall. 
Amfortas is laid on a raised couch, and from behind Titurel’s voice 
is heard imploring his son to efface his guilt in godly works. Am- 
fortas, writhing with pain, is comforted by the prophecy: 


“By pity lightened, the guileless fool— 
Wait for him,—my chosen tool.” 


The Grail is uncovered, the blessing given, and the repast of love 
begins. Amfortas’ hope revives, but towards the end his wound bursts 
out afresh. Parsifal, on hearing Amfortas’ cry of agony, clutches at 
his heart, without, however, understanding his own feelings. 

The second act reveals Klingsor’s magic castle. 

Kundry, not as a demon now, but as a woman of imperious beauty, 
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is awakened by Klingsor to seduce Parsifal. She yearns for pardon, 
for sleep and death, but she struggles in vain against the fiendish 
Klingsor. 

The tower gradually sinks; a beautiful garden rises, into which 
Parsifal gazes with rapture and astonishment. Lovely maidens rush 
towards him, accusing him of having destroyed their lovers. Parsifal, 
surprised, answers “that he slew them because they checked his ap- 
proach to their charms. But when their tenderness waxes hotter he 
gently repulses the damsels and at last tries to escape. He is de- 
tained, however, by Kundry, who tells him again of his beloved 
mother, and when Parsifal is sorrow-stricken at having forgotten her 
in his thoughtless rambles, she consoles him, pressing his lips with a 
fervent kiss. This rouses the dreamy youth, he awakes to his duty, 
he feels the King’s spear-wound burning; the unconscious fool is a 
fool no longer, but conscious of his mission and distinguishing right 
from wrong. He calls to the Saviour to save him from a guilty 
passion, and at last he starts up, spurning Kundry. She tells him 
of her own crime, of Amfortas’ fall, and curses all paths and ways 
which would lead him from her. Klingsor, appearing at her cry, 
flings the holy spear at Parsifal, but it remains floating over his 
head, and the youth, grasping it, destroys the magic by the sign of the 
cross. 

In the third act Gurnemanz awakes Kundry from a death-like sleep, 
and is astonished to find her changed. She is penitent and serves the 
Grail. Parsifal enters from the woods. Gurnemanz recognizes and 
greets him, after his wanderings in search of the Grail which have 
- extended over long years. Kundry washes his feet and dries them with 
her own hair. Parsifal, seeing her so humble, baptizes her with 
some water from the spring, and the dreadful Iaugh is taken from her; 
then she weeps bitterly. Parsifal, conducted to the King, touches his 
side with the holy spear and the wound is closed. Old Titurel, 
brought on the stage in his coffin, revives once more a moment, 
raising his hands in benediction. The Grail is revealed, pouring a 
halo of glory over all. Kundry, with her eyes fixed on Parsifal, 
sinks dead to the ground, while Amfortas and Gurnemanz render 
‘homage to their new King. 


PxritfMon AnD Bavcis. Opera in 2 acts by Charles Gounod. Text by 
~ Jules Barbier and Michel Carré, with an intermezzo. 

In the first act Jupiter comes to Philémon’s hut, accompanied by 
Vulcan, to seek refuge from a storm, which the god himself has 
caused. He has come to earth to verify Mercury’s tale of the people’s 
badness, and finding the news only too true, besides being uncourte- 
ously received by the people around, he is glad to meet with a kindly 
welcome at Philémon’s door. 

This worthy old man lives in poverty, but in perfect content with 
Gis wife Baucis, to whom he has been united in bonds of love for 
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sixty long years. Jupiter, seeing at once that the old couple form 
an. exception to the evil rule, resolves to spare them, and to punish 
only the bad folks. The gods partake of the kind people’s simple 
meal, and Jupiter, changing the milk into wine, is recognized by 
Baucis, who is much awed by the discovery. But Jupiter reassures her 
and promises to grant her only wish, which is, to be young again with 
her husband and to live the same life. The god sends them to sleep, 
and then begins the intermezzo. 

Phrygians are seen reposing after a festival, bacchants rush in and 
the wild orgies begin afresh. The divine is mocked and pleasure 
praised as the only god. Vulcan comes, sent by Jupiter to warn them, 
but as they only laugh at him, mocking Olympus and the gods, 
Jupiter himself appears to punish the sinners. An awful tempest 
arises, sending everything to wrack and ruin. 

In the second act Philémon’s hut is changed into a palace; he 
awakes to find himself and his wife young again. Jupiter, seeing 
Baucis’ beauty, orders Vulcan to keep Philémon apart, while he courts 
her. Baucis, though determined to remain faithful to her Philémon, 
feels, nevertheless, flattered at the god’s condescension, and dares 
not refuse him a kiss. Philémon, appearing on the threshold, sees 
it, and violently reproaches her and his guest, and, though Baucis 
suggests who the latter is, the husband does not feel in the least 
inclined to share his wife’s love even with a god. The first quarrel 
takes place between the couple, and Vulcan, hearing it, consoles him- 
self with the reflection that he is not the only one to whom a fickle 
wife causes sorrow. Philémon bitterly curses Jupiter’s gift; he 
wishes his wrinkles back, and with them his peace of mind. Throw- 
ing down Jupiter’s statue, he leaves his wife to the god. Baucis, 
replacing the image, which happily is made of bronze, sorely repents 
her behavior towards her beloved husband. Jupiter finds her weep- 
ing, and praying that the gods may turn their wrath upon herself 
alone. The god promises to pardon both if she is willing to listen to 
his love. She agrees to the bargain, on the condition, namely, that 
Jupiter shall grant her a favor. He consents, and she entreats him 
to make her old again. Philémon, listening behind the door, rushes 
forward to embrace the true wife and joins his entreaties to hers. 
Jupiter, seeing himself caught, would fain be angry, but their love 
conquers his wrath. He does not recall his gift, but giving them his 
benediction he promises never more to cross their happiness. 


Tax PostiLion or Lonaumeau. Comic Opera in 8 acts by Adolphe Adam. 
Text by Leuven and Brunswick. 

Chapelou, stage-driver at Longjumeau, is about to celebrate his 
marriage with the young hostess of the post-house, Madeleine. The 
wedding has taken place and the young bride is led away by her 
friends, according to an old custom, while her bridegroom is held 
back by his comrades, who compel him to sing. He begins the romance 
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of a young postilion, who had the luck to be carried away by a 
Princess, having touched her heart by his beautiful playing on the 
cornet. Chapelou has such a fine voice that the Superintendent of the 
Grand Opera at Paris, the Marquis de Corcy, who hears him, is 
enchanted, and being in search of a good tenor, succeeds in winning 
over Chapelou, who consents to leave his young wife in order to fol- 
low the Marquis’ call to glory and fortune. He begs his friend Bijou, 
a smith, to console Madeleine by telling her that he will soon return to 
her. While Madeleine calls for him in tenderest accents, he drives 
away with his protectors and Bijou delivers his message, determined to 
try his fortune in a similar way. The desperate Madeleine resolves to 
» fly from the unhappy spot, where everything recalls to her her faith- 
less husband. : 

In the second act we find Madeleine under the assumed name of 
Madame de Latour. She has inherited a fortune from an old aunt, 
and makes her appearance in Paris as a rich and noble lady, with 
the intention of punishing her husband, whom she, however, still 
loves. During these six years that have passed since their wedding 
day, Chapelou has won his laurels under the name of St. Phar, and 
is now the first tenor of the Grand Opera and everybody’s spoilt 
favorite. Bijou is with him as leader of the chorus, and is called 
Alcindor. We presently witness a comical rehearsal it which the 
principal singers are determined to do as badly as possible. They 
all seem hoarse and, instead of singing, produce the most lamentable 
sounds. The Marquis de Corcy is desperate, having promised this 
representation to Mme. Latour, at whose country-seat near Fontaine- 
bleau he is at present staying. As soon as St. Phar hears the name 
of this lady, his hoarseness is gone and all sing their best. We gather 
from this scene that Mme. Latour has succeeded in enthralling St. 
Phar; he has an interview with her, and won by his protestations of 
love, she consents to marry him. 

St. Phar, not wishing to commit bigamy, begs his friend Bijou 
to perform the marriage ceremony in a priest’s garb, but Mme. 
Latour locks him in her room along with Bourdon, the second leader 
of the chorus, while a real priest unites the pair for the second 
time. 

St. Phar enters the room in high spirits, when his companions, 
beside themselves with fear, tell him that he has committed bigamy. 
While they are in mortal terror of being hanged, Mme. Latour enters 
in her former shape as Madeleine, and blowing out the candle tor- 
ments St. Phar, assuming now the voice of Mme. Latour, now that 
of Madeleine.—After having sent her fickle husband into an abyss of 
unhappiness and fear, the Marquis de Corcy, who had himself hoped 
to wed the charming widow, appears with the police to imprison the 
luckless St. Phar, who already considers himself as good as hanged, 
and in imagination sees his first wife Madeleine rejoicing over his 
punishment. But he has been made to suffer enough, and at the 
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last moment Madeleine explains everything, and Chapelou obtains 
her pardon. 


Le Propairs. Opera in 5 acts by Giacomo Meyerbeer. 
Text by Scribe. 

The scene is laid in Holland at the time of the wars with the 
Anabaptists. 

Fides, mother of the hero, John von Leyden, keeps an inn near 
Dortrecht. She has just betrothed a young peasant girl to her son, 
but Bertha is a vassal of the Count of Oberthal and dares not marry 
without his permission. 

As they set about getting his consent to the marriage, three 
Anabaptists, Jonas, Mathisen, and Zacharias, appear, exciting the 
people with their speeches and false promises. While they are 
preaching, Oberthal enters, but smitten with Bertha’s charms he 
refuses his consent to her marriage and carries her off, with Fides 
as companion. 

In the second act we find John waiting for his bride; as she delays 
the Anabaptists try to win him for their cause, they prophesy him a 
crown, but as yet he is not ambitious, and life with Bertha looks 
sweeter to him than the greatest honors. As the night comes on 
Bertha rushes in to seek refuge from her pursuer, from whom she 
has fled—Hardly has she hidden herself when Oberthal enters to 
claim her. John refuses his assistance, but when Oberthal threatens 
to kill his mother he gives up Bertha to the Count, while his mother, 
whose life he has saved at such a price, asks God’s benediction on 
his head. Then she retires for the night, and the Anabaptists appear 
once more, again trying to win John over. This time they succeed. 
Without a farewell to his sleeping mother, John follows the Anabap~- 
tists, to be henceforth their leader, their Prophet, their Messiah. 

In the third act we see the Anabaptists’ camp; their soldiers have 
captured a party of noblemen, who are to pay ransom. They all make 
merry and the famous ballet on the ice forms part of the amuse- 
ments. In the background we see Miinster, which town is in the 
hands of Count Oberthal’s father, who refuses to surrender it to the 
enemy. They resolve to storm it, a resolution which is heard by 
young Oberthal, who has come disguised to the Anabaptists’ camp in 
order to save his father and the town. 

But as a light is struck he is recognized and is about to be killed, 
when John hears from him that Bertha has escaped. She sprang out 
of the window to save her honor, and falling into the stream, was 
saved. When John learns this, he bids the soldiers spare Oberthal’s 
life that he may be judged by Bertha herself. 

John has already endured great pangs of conscience at seeing his 
party so wild and bloodthirsty. He refuses to go further, but, hear- 
ing that an army of soldiers has broken out of Miinster to destroy the 
Anabaptists, he rallies. Praying fervently to God for help and vic- 


STORIES OF THE STANDARD OPERAS 385 


tory, inspiration comes over him and is communicated to all his 
adherents, so that they resolve to storm Miinster. They succeed and 
in the fourth act we are in the midst of this town, where we find 
Fides, who, knowing that her son has turned Anabaptist though not 
aware of his being their Prophet, is receiving alms to save his soul 
by Masses. She meets Bertha, disguised in a pilgrim’s garb. Both 
vehemently curse the Prophet, when this latter appears to be crowned 
in state. 

His mother recognizes him, but he disowns her, declaring her mad, 
and by strength of will he compels the poor mother to renounce him. 
Fides, in order to save his life, avows that she was mistaken and 
she is led to prison. 

In the last act we find the three Anabaptists, Mathisen, Jonas, and 
Zacharias, together. The Emperor is near the gates of Miinster, 
and they resolve to deliver their Prophet into his hands in order to 
save their lives. j 

Fides has been brought into a dungeon, where John visits her to 
ask her pardon and to save her. She curses him, but his repentance 
moves her so that she pardons him when he promises to leave his 
party. At this moment Bertha enters. She has sworn to kill the 
false Prophet, and she comes to the dungeon to set fire to the gun- 
powder hidden beneath it. Fides detains her, but when she recog- 
nizes that her bridegroom and the Prophet are one and the same 
person, she wildly denounces him for his bloody -deeds and stabs 
herself in his presence. Then John decides to die also, and after 
the soldiers have led his mother away, he himself sets fire to the 
vault. . 

Then he appears at the coronation-banquet, where he knows that 
he is to be taken prisoner. When Oberthal, the Bishop, and all his 
treacherous friends are assembled, he bids two of his faithful sol- 
diers close the gates and fly.. This done, the castle is blown into the 
air with all its inhabitants. At the last moment Fides rushes in to 
share her son’s fate, and. all are thus buried under the ruins. 


THE QUEEN oF SHEBA (Dis KéniGin von Saba). Grand Opera in 4 acts 
by Charles Goldmark. Text by Mosenthal. 

A magnificent wedding is to be celebrated in King Solomon’s palace 
at Jerusalem. The High Priest’s daughter, Sulamith, is to marry 
Assad, King Solomon’s favorite. But the lover, who has in a foreign 
country seen a most beautiful and haughty woman bathing in a 
forest well, is now in love with the stranger and has forgotten his 
destined bride. 

Returning home Assad confesses his error to the wise King, and 
Solomon bids him wed Sulamith and forget the heathen. Assad gives 
his promise, praying to God to restore peace to his breast. 

Then enters the Queen of Sheba in all her glory, followed by a 
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procession of slaves and suitors, Next to her litter walks her princi- 
pal slave, Astaroth. 

The Queen comes to offer her homage to the great Solomon with all 
the gifts of her rich kingdom. 

She is veiled, and nobody has seen her yet, as only before the King 
will she unveil herself. 

When she draws back the veil, shining in all her perfect beauty, 
Assad starts forward; he recognizes her; she is his nymph of the 
forest. But the proud Queen seems to know him not, she ignores 
him altogether. Solomon and Sulamith try to reassure themselves, 
to console Assad, and the Queen hears Solomon’s words: “To-morrow 
shall find you united to your bride!” She starts and casts a passionate 
look on the unfortunate Assad. 

The Queen is full of raging jealousy of the young br'le. But 
though she claims Assad’s love for herself, she is yet too proud to 
resign her crown, and so, hesitating between love and pride, she swears 
vengeance on her rival. Under the shade of night her slave-woman, 
Astaroth, allures Assad to the fountain, where he finds the Queen, 
who employs all her arts again to captivate him, succeeding, alas! 
only too well. 

Morning dawns and with it the day of Assad’s marriage with 
Sulamith. Solomon and the High Priest conduct the youth to the 
altar, but just as he is taking the ring, offered to him by the bride’s 
father, the Queen of Sheba appears, bringing as wedding gift a 
golden cup filled with pearls. . 

Assad, again overcome by the Queen’s dazzling beauty, throws the 
ring away and precipitates himself at her feet. The Levites detain 
him, but Solomon, guessing,at the truth, implores the Queen to speak. 
Assad invokes all the sweet memories of their past, the Queen hesi- 
tates, but her pride conquers. For the second time she disowns him.— 
Now everybody bélieves Assad possessed by an evil spirit, and the 
priests at once begin to exorcise it; it is all but done, when one word 
of the Queen’s, who sweetly calls him “Assad,” spoils everything. 
He is in her bands: falling on his knees before her he prays to her 
as to his goddess. Wrathful at this blasphemy in the temple, the 
priests demand his death. 

Assad asks no better, Sulamith despairs, and the Queen repents hav- 
ing gone so far. In the great tumult Solomon alone is unmoved. 
He detains the priests with dignity, for he alone will judge Assad. 

There now follows a charming ballet, given in honor of the Queen 
of Sheba. At the end of the meal the Queen demands Assad’s par- 
don from Solomon. He refuses her request. She now tries to ensnare 
the King with her charms as she did Assad, but in vain. Solomon 
sees her in her true light and treats her with cold politeness. Almost 
beside herself with rage, the Queen threatens to take vengeance on 
the King and to free Assad at any risk. 

Solomon, well understanding the vile tricks of the eastern Queen, 
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has changed the verdict of death into that of exile. Sulamith, faith- 
ful and gentle, entreats for her lover, and has only one wish: to 
sweeten life to her Assad, or to die with him. - 

We find Assad in the desert. He is broken down and deeply 
repents his folly, when, lo, the Queen appears once more, hoping to 
lure him with soft words and tears. But this time her beauty is lost 
upon him: he has at last recognized her false soul; with noble pride 
he scorns her, preferring to expiate his follies by dying in the desert. 
He curses her, praying to God to save him from the temptress.— 
Henceforth he thinks only of Sulamith and invokes Heaven’s bene- 
diction on her. He is dying in the dreadful heat of the desert, when 
Sulamith appears, the faithful one who without resting has sought 
her bridegroom till now. But, alas! in vain she kneels beside him 
couching his head on her bosom; his life is fast ebbing away.— 
Heaven has granted his last wish; he sees Sulamith before his death 

and with the sigh, “Liberation!” he sinks back and expires. 


Tux NIBELUNGEN Rine. A Festival Play in 3 days and a fore-evening by 
Richard Wagner. The Rhinegold. 

The first scene is laid in the very depths of the Rhine, where we 
see three nymphs frolicking in the water. They are the guardians 
of the Rhinegold, which glimmers on a rock. / 

Alberich, a Nibelung, highly charmed by their grace and beauty, 
tries to make love to each one of them alternately. As he is an 
ugly dwarf they at first allure and then deride him, gliding away as 
soon as he comes near, and laughing at him.—Discovering their mock- 
ery at last, he swears vengeance. He sees the Rhinegold shining 
brightly, and asks the nymphs what it means. They tell him of its 
. wonderful qualities, which would render the owner all-powerful if he 
should form it into a ring and forswear love. 

Alberich, listening attentively, all at once climbs the rock, and 
before the frightened nymphs can ery for help, has grasped the 
treasure and disappeared. Darkness comes on; the scene changes into 
an open district on mountain heights. In the background we see a 
grand castle, which the rising sun illumines. Wotan, the father 
of the gods, and Fricka, his wife, are slumbering on the ground. 
Awakening, their eyes fall on the castle for the first time. It is 
“Walhalla,” the palace which the giants have built for them at 
Wotan’s bidding. As a reward for their services they are to obtain 
Freia, the goddess of youth; but already Wotan repents of his promise 
and forms plans with his wife to save her lovely sister. The giants 
Fafner and Fasold enter to claim their reward. While they negotiate, 
Loge, the god of fire, comes up, relates the history of Alberich’s 
theft of the Rhinegold, and tells Wotan of the gold’s power. Wotan 
decides to rob the dwarf, promising the treasure to the giants, who 
consent to accept it in Freia’s stead. But they distrust the gods 
and take Freia with them as a pledge. As soon as she disappears 
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the beautiful gods seem old and grey and wrinkled, for, the golden 
apples to which Freia attends and of which the gods partake daily 
to be forever youthful, wither: as soon as she is gone. Then.Wotan, 
without any further delay, starts for Nibelheim with Loge, justify~ 
ing his intention by saying that the gold is stolen property. They 
disappear in a cleft and we find ourselves in a subterranean cavern, 
the abode of the Nibelungs. 

Alberich has forced his brother Mime to forge a “Tarnhelm” for 
him, which renders its wearer invisible. Mime vainly tries to keep 
it for himself; Alberich, the possessor of the all-powerful ring which 
he himself formed, takes it by force and making himself invisible 
strikes Mime with a whip until the latter is half dead. Wotan and 
Loge, hearing his complaints, promise to help him. Alberich, com- 
ing forth again, is greatly flattered by Wotan and dexterously led on 
to show his might. He first changes himself into an enormous snake 
and then into a toad. Wotan quickly puts his foot on it, while Loge 
seizes the Tarnhelm. Alberich, becoming suddenly visible in his real 
shape, is bound and led away captive. The gods return to the moun- 
tain heights of the second scene, where Alberich is compelled to 
part with all his treasures, which are brought by the dwarfs. He is 
even obliged to leave the ring, which Wotan intends to keep for him- 
self. With a dreadful curse upon the possessor of the ring Alberich 
flies. 

When the giants reappear with Freia, the treasures are heaped 
before her; they are to cover her entirely, so it is decided, and not be- 
fore will she be free. When all the gold has been piled up, and even the 
Tarnhelm thrown on the hoard, Fasold still sees Freia’s eye shine 
through it and at last Wotan, who is most unwilling to part with the 
ring, is induced to do so by Erda, goddess of the earth, who appears 
to him and warns him. Now the pledge is kept and Freia is released. 
The giants quarrel over the possession of the ring and Fafner kills 
Fasold, thereby fulfilling Alberich’s curse. With lightened hearts the 
gods cross the rainbow bridge and enter Walhalla, while the songs and 
wailings of the Rhine nymphs are heard, imploring the restitution of 
' their lost treasure. 


Rigeouerro. Opera in 8 acts by Verdi. Text by Piave from Victor Hugo’s 
drama ‘“ Le Roi s’Amuse.”’ 

The Duke of Mantua, a wild and debauched youth, covets every 
girl or woman he sees, and is assisted in his vile purposes by his 
jester, Rigoletto, an ugly, hump-backed man. We meet him first 
helping the Duke to seduce the wife of Count Ceprano, and after- 
wards the wife of Count Monterone. Both husbands curse the vile 
Rigoletto and swear to be avenged. Monterone especially, appearing 
like a ghost in the midst of a festival, hurls such a fearful curse 
at them that Rigoletto shudders. 

This bad man has one tender point, it is his blind love for his 
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beautiful daughter Gilda, whom he brings up carefully, keeping her 
hidden from the world and shielding her from all wickedness. 

Bui the cunning Duke discovers her and.gains her love under the 
assumed name of a student named Gualtier Maldé. 

Gilda is finally carried off by Ceprano and two other courtiers, aided 
by her own father, who holds the ladder believing that Count 
Ceprano’s wife is to be the victim.—A mask blinds Rigoletto and he 
discovers, too late, by Gilda’s cries that he has been duped. Gilda 
is brought to the Duke’s palace.—Rigoletto appears in the midst of 
the courtiers to claim Gilda, and then they hear that she, whom they 
believed to be his mistress, is his daughter, for whose honor he is will- 
ing to sacrifice everything.—Gilda enters and, though she sees that she 
has been deceived, she implores her father to pardon the Duke, whom 
she still loves. But Rigoletto vows vengeance, and engages Spara- 
fucile to stab the Duke. Sparafucile decoys him into his inn, where 
his sister Maddalena awaits him. She too is enamoured of the 
Duke, who makes love to her as to all young females, and she en- 
treats her brother to have mercy on him. Sparafucile declares that 
he will wait until midnight, and will spare him if another victim 
should turn up before then. Meanwhile Rigoletto persuades his 
daughter to fly from the Duke’s pursuit, but before he takes her away 
he wants to show her lover’s fickleness-in order to cure her of her love. 

She comes to the inn in masculine attire, and, hearing the discourse 
between Sparafucile and his sister, resolves to save her lover. She 
enters the inn and is instantly put to death, placed in a sack, and given 
to Rigoletto, who proceeds to the river to dispose of the corpse. At 
this instance he hears the voice of the Duke, who passes by, singing 
a frivolous tune. Terrified, Rigoletto opens the sack and recognizes 

-his daughter, who is yet able to tell him that she gave her life for that 

of her seducer, and then expires. With an awful ery the unhappy 
father sinks upon the corpse. Count Monterone’s curse has been 
fulfilled. 


Ropert LE DiaBLe. Operas in 5 acts by Meyerbeer. Text by 
Scribe and Delavigne. 

Robert, Duke of Normandy, has a friend of gloomy exterior named 
Bertram, with whom he travels but to whose evil influence he owes 
much trouble and sorrow. Without knowing it himself, Robert is 
the son of this erring knight, who is an inhabitant of hell. During 
his wanderings on earth he seduced Bertha, daughter of the Duke 
of Normandy, whose offspring Robert is. This youth is very wild and 
has, therefore, been banished from his country. 

Arriving in Sicily, Isabella, the King’s daughter, and he fall mutu- 
ally in love. 

In the first act we find Robert in Palermo surrounded by other 
knights, to whom a young countryman of his, Raimbaut, tells the 
story of “Robert le Diable” and his fiendish father; warning every- 
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body against them. Robert, giving his name, is about to deliver the 
unhappy Raimbaut to the hangman, when the peasant is saved by his 
bride Alice, Robert’s foster sister. She has come to Palermo by order 
of Robert’s deceased mother, who sends her last will to her son in case 
he should change his bad habits and prove himself worthy. Robert, 
feeling that he is not likely to do this, begs Alice to keep it for him. 
He confides in the innocent maiden, and she promises to reason with 
Isabella, whom Robert has irritated by his jealousy, and who has 
banished him from her presence. 

As a recompense for her service Alice asks Robert’s permission 
to marry Raimbaut. Seeing Robert’s friend, Bertram, she recog- 
nizes the latter’s likeness to Satan, whom she saw in a picture, and 
instinctively shrinks from him. When she leaves her master, Bertram 
induces his friend to try his fortune with the dice and he loses all. 

In the second act we are introduced into the palace of Isabella, 
who laments Robert’s inconstancy. Alice enters bringing Robert’s 
letter, and the latter instantly follows to crave his mistress’. par- 
don. She presents him with a new suit of armor, and he consents 
to meet the Prince of Granada in mortal combat. But Bertram lures 
him away by deceiving him with a phantom. Robert vainly seeks the 
Prince in the forest, and the Prince of Granada is in his absence 
victorious in the tournament and obtains Isabella’s hand. 

The third act opens with a view of the rocks of St. Irene, where 
‘Alice hopes to be united with Raimbaut. The peasant expects his 
bride, but meets Bertram instead, who makes him forget Alice by 
giving him gold and dangerous advice. Raimbaut goes away to spend 
the money, while Bertram descends to the evil spirits in the deep. 
When Alice comes Raimbaut is gone, and she hears the demons call- 
ing for Bertram. Bertram extracts a promise from her not to betray 
the dreadful secret of the cavern. She clings to the Saviour’s Cross 
for protection, and is about to be destroyed by Bertram, when Robert 
approaches, to whom she decides to reveal all. But Bertram’s re- 
newed threats at last oblige her to leave them. 

Bertram now profits by Robert’s rage and despair at the loss of his 
bride, his wealth, and his honor to draw him on to entire destruction. 
He tells Robert that his rival used magic arts, and suggests that he 
should try the same expedient. Then he leads him to a ruined 
cloister, where he resuscitates the guilty nuns. They try to seduce 
Robert first by drink, then by gambling, and last of all by love. In 
the last Helena, the most beautiful of the nuns, succeeds: and makes 
him remove the cypress-branch, a talisman, by which in the fourth 
act he enters Isabella’s apartment unseen. He awakes his bride out 
ox aer magic sleep to carry her off, but overcome by her fears and 
her appeal to his honor, he breaks the talisman and-is seized by the 
now awakened soldiers; but Bertram appears and takes him under his 
protection. : 

The fifth act opens with a chorus sung by monks, which is followed 
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by a prayer for mercy. Robert, concealed in the vestibule of the 
cathedral, hears it full of contrition. But Bertram is with him, and, 
his term on earth being short, he confides to Robert the secret of his 
birth and appeals to him as his father. 

He almost succeeds, when Alice comes up, bringing the news that 
the Prince of Granada renounces Isabella’s hand, being unable to 
pass the threshold of the church. Bertram urges Robert all the 
more vehemently to become one with him, suggesting that Isabella 
is likewise lost to him, who has transgressed the laws of the church, 
when in the last extremity Alice produces his mother’s will, in which 
she warns him against Bertram, entreating him to save his soul. 
Then at last his good angel is victorious, his demon father vanishes 
into the earth, and Robert, united by prayer to the others, is restored 
to a life of peace and goodness. 


Lz Ror L’ Drt (THe Kina Has Sarp Ir). Comic Opera in 3 acts by 
Léon Délibes. Text by Edmond Gondinet. 

The Marquis de Moncontour has long wished to be presented to 
the King Louis XIV., and as he has been fortunate enough to catch 
the escaped paroquet of Mme. de Maintenon, he is at last to have his 
wish accomplished. By way of preparation for his audience he tries 
to learn the latest mode of bowing, his own being somewhat anti- 
quated and the Marquise and her four lovely daughters and even 
Javotte, the nice little ladies’ maid, assist him. After many failures 
the old gentleman succeeds in making his bow to his own satisfac- 
tion, and he is put into a litter and borne off, followed by his people’s 
benedictions. When they are gone Benoit, a young peasant, comes to 
see Javotte, who is his sweetheart. He wishes to enter the Marquis’ 
service. Javotte thinks him too awkward, but she promises to inter- 
cede in his favor with Miton, a dancing-master, who enters just as 
Benoit disappears. He has instructed the graceful Javotte in all 
the arts and graces of the noble world, and when he rehearses the 
steps and all the nice little tricks of his art with her, he is so 
delighted with his pupil that he pronounces her manners worthy of a 
Princess; but when Javotte tells him that she loves a peasant he is 
filled with disgust and orders her away. His real pupils, the four 
lovely daughters of the Marquis, now enter, and while the lesson goes 
on Miton hands a billet-doux from some lover to each of them. The 
two elder, Agatha and Ohimene, are just in the act of reading theirs © 
when they hear a serenade outside, and shortly afterwards the two 
lovers are standing in the room, having taken their way through the 
window. The Marquis Flarembel and his friend, the Marquis de la 
Bluette, are just making a most ardent declaration of love when Mme. 
la Marquise enters to present to her elder daughters the two bride- 
grooms she has chosen for them. The young men hide behind the 
ample dresses of the young ladies, and all begin to sing with great 
zeal, Miton beating the measure, so that some time elapses before 
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the Marquise is able to state her errand. Of course her words excite 
great terror, the girls flying to the other side of the room with their 
lovers and receiving the two elderly suitors, Baron de Merlussac and 
Gautru, a rich old financier, with great coolness and a refusal of 
their costly gifts. When the suitors are gone the two young strangers 
are detected, and the angry mother decides at once to send her 
daughters to a convent, from which they shall only issue on their 
wedding day. 

When they have departed in a most crestfallen condition, the old 
Marquis returns from his audience with the King and relates its 
astounding results. His Majesty had been so peremptory in his ques- 
tioning about the Marquis’ son and heir that the Marquis, losing his 
presence of mind, promised to present his son at Court on the King’s 
demand. The only question now is where to find a son to adopt, as 
the Marquis has only four daughters. Miton, the ever useful, at once 
presents Benoit to the parents, engaging himself to drill the peasant 
into a nice cavalier in ten lessons. Benoit takes readily to his new 
position; he is fitted out at once and when the merchants come, 
offering their best in cloth and finery, he treats them with an insolence 
worthy of the proudest Seigneur. He even turns from his sweet- 
heart Javotte. 

In the second act Benoit, dressed like the finest cavalier, gives a 
masked ball in his father’s gardens. Half Versailles is invited, but, 
having taken the Court Almanac to his aid, he has made the mistake 
of inviting many people who have long been dead. Those who do 
appear seem to him to be very insipid, and wanting some friends 
with whom he can enjoy himself, the useful Miton’ presents the 
Marquises de la Bluette and de Flarembel, who are delighted to make 
the acquaintance of their sweethearts’ brother. 

Benoit hears from them that he has four charming sisters who have 
been sent to a convent, and he at once promises to assist his new 
friends. Meanwhile Javotte appears in the mask of an oriental 
Queen and Benoit makes love to her, but he is very much stupefied 
when she takes off her mask and he recognizes Javotte. She laughingly 
turns away from him, when the good-for-nothing youth’s new parents 
appear to reproach him with his levity. But Benoit, nothing daunted, 
rushes away, telling the Marquis that he intends to visit his sisters 
in the convent. Miton tries in vain to recall him. Then the two 
old suitors of Agathe and Chimene appear to complain that their 
deceased wife and grandmother were invited, and while the Marquis 
explains his son’s mistake the four daughters rush in, having been 
liberated by their lovers and their unknown brother, whom they greet 
with a fondness very shocking to the old Marchioness. The elderly 
suitors withdraw, swearing to take vengeance on the inopportune 
brother. / 

In the last act Benoit appears in his father’s house in a somewhat 
dilapidated state. He has spent the night amongst gay companions 
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and met Gautru and de Merlussac successively, who have both fought 
him and believe they have killed him, Benoit having feigned to be 
dead on the spot. 
When the old Marquis enters he is very much astonished at receiv- 
ing two letters of condolence from his daughters’ suitors. Miton 
appears in mourning, explaining that Mme. de Maintenon’s visit being 
expected they must all wear dark colors, as she prefers these. Mean- 
while Benoit has had an interview with Javotte, in which he declares 
his love to be undiminished, and he at once asks his father to give 
him Javotte as his wife, threatening to reveal the Marquis’ deceit 
to the King if his request is not granted. In the dilemma help comes 
in the persons of the two young Marquises, who present their King’s 
eondolences to old Moncontour. This gentleman hears to his great 
relief that his son is supposed to have fallen in a duel and he is 
disposed of. Nobody is happier than Javotte, who now claims Benoit 
for her own, while the Marquis, who receives a Duke’s title from the 
King in compensation for his loss, gladly gives his two elder daughters 
to their young and noble lovers. 
The girls, well aware that they owe their happiness to their 
adopted brother, are glad to provide him with ample means for his 
marriage with Javotte, and the affair ends to everybody’s satisfaction. 


Srmerriep. Second day of the Nibelungen Ring by Wagner. 
Musical Drama in 8 acts. 

The first act represents a part of the forest where Fafner guards 
the Rhinegold and where Sieglinda has found refuge. We find her 
son Siegfried—to whom, when she was dying, she gave birth—-in the 
rocky cave of Mime the Nibelung (brother of Alberich), who has 
brought up the child as his own, knowing that he is destined to slay 
Fafner and to gain the ring, which he covets for himself. Siegfried, 
the brave and innocent boy, instinctively shrinks from this father, 
who is so ugly, so mean and vulgar, while he has a deep longing 
for his dead mother whom he never knew. He gives vent to these 
feelings in impatient questions about her. The dwarf answers un- 
willingly and gives him the broken pieces of the old sword Nothung 
(needful), which his mother left as the only precious remembrance 
of Siegfried’s father. 

Siegfried asks Mime to forge the fragments afresh, while he rushes 
away into the woods. 

During his absence Wotan comes to Mime in the guise of a wan- 
derer. Mime, though he knows him not, fears him and would fain 
drive him away. Finally he puts three questions to his guest. The 
first is the name of the race which lives in earth’s deepest depths, the 
second the name of those who live on earth’s back, and the third that 
ef those who live above the clouds. Of course Wotan answers them 
all, redeeming his head and shelter thereby; but now it is his turn to 
put three questions. He first asks what rave it is that Wotan loves 
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most, though he dealt hardly with them, and Mime answers rightly 
that they are the Waelsungs, whose son Siegfried is; then Wotan 
asks after the sword which is to make Siegfried victorious. Mime 
joyously names “Nothung,” but when Wotan asks him who is to unite 
the pieces he is in great embarrassment, for he remembers his task and 
perceives too late what question he ought to have asked. Wotan leaves 
him, telling him that only that man can forge it who never knew fear. 
Siegfried, finding the sword still in fragments when he returns, melts 
these in’ fire, and easily forges them together to Mime’s great awe, 
for he sees now that this boy is the one whom the stranger has 
meant. 

In the second scene we see the opening of Fafner’s cavern, where 
Alberich keeps watch for the dragon’s slayer, so long predicted. 

Wotan, approaching, warns him that Alberich’s brother Mime hag 
brought up the boy who is to slay Fafner in the hope of gaining 
Alberich’s ring, the wondrous qualities of which are unknown te 
Siegfried. 

Wotan awakes Fafner, the dragon, telling him that his slayer i¢ 
coming. 

Mime, who has led Siegfried to this part of the forest under the 
pretext of teaching him fear, approaches now, and Siegfried, eager for 
combat, kills the dreadful worm. Accidentally tasting the blood he 
all at once understands the language of the birds. They tell him to 
seek for the Tarnhelm and for the ring, which he finds in the cavern. 
Meanwhile, the brothers, Alberich and Mime, quarrel over the treasure 
which they hope to gain. When Siegfried returns with ring and 
helmet, he is again warned by the voice of a wood-bird not to trust in 
Mime. Having tasted the dragon’s blood, Siegfried is enabled to 


probe Mime’s innermost thoughts, and so he learns that Mime means - 


to poison him in order to obtain the treasure. He then kills the traitor 
with a single stroke.—Stretching himself under the linden tree to 
repose after that day’s hard work, he again hears the voice of the 
wood-bird, which tells him of a glorious bride sleeping on a rock 
surrounded by fire; and flying before him, the bird shows Siegfried 
the way to the spot. 

In the third scene we find Wotan once more awakening Erda, to 
seek her counsel as to how best to avert the doom which he sees 
coming, but she is less wise than he and so he decides to let fate 
have its course. When he sees Siegfried coming he, for the last 
time, tries to oppose him by barring the way to Briinnhilde, but 
the sword Nothung splits the god’s spear. Seeing that his power 
avails him nothing he retires to Walhalla, there to await the “Dusk 
of the Gods.” 

Siegfried plunges through the fire, awakes the Wallsyrie, and after 
a long resistance wins the proud virgin. 
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La SomnamMBuLa. Opera in 2 acts by Vincenzo Bellini. Text by 
Felice Romani. 

The scene of action is a village in Switzerland, where the rich 
farmer Elvino has married a poor orphan, Amina. The ceremony has 
taken place at the magistrate’s, and Elvino is about to obtain the 
sanction of the church to his union, when the owner of the castle, 
Count Rudolph, who fled from home in his boyhood, returns most 
unexpectedly and, at once making love to Amina, excites the bride- 
groom’s jealousy. Lisa, the young owner of a little inn, who wants 
Elvino for herself and disdains the devotion of Alexis, a simple 
peasant, tries to avenge herself on her happy rival. Lisa is a coquette 
and flirts with the Count, whom the judge recognizes. While she 
yet prates with him, the door opens and Amina enters, walking in 
her sleep and calling for Elvino. Lisa conceals herself, but forgets 
her handkerchief. The Count, seeing Amina’s condition and awed 
by her purity, quits the room, where Amina lies down, always in deep 
sleep. Just then the people, having heard of the Count’s arrival, come 
to greet him and find Amina instead. At the same moment Elvino, 
- summoned by Lisa, rushes in, and finding his bride in the Count’s 
room, turns away from her in disdain, snatching his wedding ring 
from her finger in his wrath, and utterly disbelieving Amina’s pro- 
testations of innocence and the Count’s assurances. Lisa succeeds 
in attracting Elvino’s notice and he promises to marry her. 

The Count once more tries to persuade the angry bridegroom of his 
bride’s innocence, but without result, when Teresa, Amina’s foster- 
mother, shows Lisa’s handkerchief, which was found in the Count’s 
room. Lisa reddens, and Elvino knows not whom he shall believe, 
when all of a sudden Amina is seen emerging from a window of the 
mill, walking in a trance and calling for her bridegroom in most 
touching accents. 

All are convinced of her innocence, when they see her in this state 
of somnambulism, in which she crosses a very narrow bridge without 
falling. 

Elvino himself replaces: the wedding ring on her finger, and she 
awakes from her trance in his arms. Everybody is happy at the 
turn which things have taken; Elvino asks Amina’s forgiveness and 
leaves Lisa to her own bitter reflections. 


TANNHAUSER, Romantic Opera in.8 acts by Richard Wagner. 


Wagner took his subject from an old legend, which tells of a 
minstrel called Tannhauser (probably identical with Heinrich von 
Ofterdingen), who won all prizes by his beautiful songs and all hearts 
by his noble bearing. So the palm is allotted to him at the yearly 
“Tournament of Minstrels” on the Wartburg, and his reward is to. 
be the hand of Elizabeth, niece of the Landgrave of Thuringia, whom 
he loves. But instead of behaving sensibly, this erring knight sud- 
denly disappears nobody knows where, leaving his bride in sorrow 
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and anguish. He falls into the hands of Venus, who holds court 
in the Horselberg near Eisenach, and Tannhiuser, at the opening 
of the first scene, has already passed a whole year with her. At 
length he has grown tired of sensual love and pleasure, and, not- 
withstanding Venus’ allurements, he leaves her, vowing never to 
return to the goddess, but to expiate his sins by a holy life. He re- 
turns to the charming vale behind the Wartburg, he hears again the 
singing of the birds, the shepherds playing on the flute, the’ pious 
songs of the pilgrims on their way to Rome. Full of repentance he 
kneels down and prays, when suddenly the Landgrave appears with 
some minstrels, amongst them Wolfram von Eschinbach, Tannhauser’s 
best friend. They greet their long-lost companion, who, however, can- 
not tell where he has been all the time, and as Wolfram reminds him . 
of Elizabeth, Tannhauser returns with the party to the Wartburg. 

It is just the anniversary of the Tournament of Minstrels, and 
in the second act we find Elizabeth with Tannhiauser, who craves her 
pardon and is warmly welcomed by her. The high prize for the best 
song is again to be Elizabeth’s hand, and Tannhauser resolves to win 
her once more. The Landgrave chooses “love” as the subject whose 
nature is to be explained by the minstrels. Every one is called by 
name, and Wolfram von Eschinbach begins, praising love as a well, 
deep and pure, a source of the highest and most sacred feeling. Others 
follow; Walter von der Vogelweide praises the virtue of love, every 
minstrel celebrates spiritual love alone. 

But Tannhiauser, who has been in Venus’ fetters, sings of another 
love, warmer and more passionate, but sensual. And when the others 
remonstrate, he loudly praises Venus, the goddess of heathen love. 
All stand aghast, they recognize now where he has been so long; he is 
about to be put’to death when Elizabeth prays for him. She loves him 
‘dearly and hopes to save his soul from eternal perdition. Tann- 
hiauser is to join a party of pilgrims on their way to Rome, there 
to crave for the Pope’s pardon. 

_In the third act we see the pilgrims return from their journey. 
Elizabeth anxiously expects her lover, but he is not among them.— 
Fervently she prays to the Holy Virgin: but not that a faithful lover 
may be given back to her, no, rather that he may be pardoned and his 
immortal, soul saved. Wolfram is beside her, he loves the maiden, 
but he has no thought for himself; he only feels for her whose life 
he sees ebbing swiftly away, and for his unhappy friend. 

Presently when Elizabeth is gone, Tannhiuser comes up in pil- 
grim’s garb. He has passed a hard journey, full of sacrifices and 
castigation, and all for nought, for the Pope has rejected him. He 
has been told in hard words that he is for ever damned and will 
as little get deliverance from his grievous sin as the stick in his hand 
will ever bear green leaves afresh. 

Full of despair Tannhauser is returning to seek Venus, whose 
siren songs already fall allurimgly on his ear. Wolfram entreats 
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him to fly, and when Tannhauser fails to listen he utters Elizabeth’s 
name. At this moment a procession descends from the Wartburg 
chanting a funeral song over an open bier. Elizabeth lies on it 
dead, and Tannhiuser sinks on his knee beside her, crying: “Holy 
Elizabeth, pray for me.” Then Venus disappears and all at once the 
withered stick begins to bud and blossom, and Tannhiuser, pardoned, 
expires at the side of his beloved. 

Tannhauser was represented at the Dresden Theatre, in June, 
1890, according to Wagner’s changes of arrangement, done by him in 
Paris, 1861, for the Grand Opera by order of Napoleon III.; this 
arrangement the composer acknowledges as the only correct one. 

These alterations are limited to the first scene in the mysterious 
abode of Venus, and his motives for the changes become clearly 
apparent when it is remembered that the simple form of Tannhiauser 
‘was composed in the years 1843 and 1845 in and near Dresden 
at a time when there were neither means nor taste in Germany for 
such high-flown scenes as those which excited Wagner’s brain. 
Afterwards success rendered Wagner bolder and more pretentious, 
and so he endowed the person of Venus with more dramatic 
power and thereby threw a vivid light on the great attraction she 
exercises on Tannhiauser. ._The decorations are by far richer, and 
a ballet of Sirens and Fauns has been added, a concession which Wag- 
ner had to make to the Parisian taste. Venus’ part, now sung by 
the first prima donnas, has considerably gained by the alterations, and 
the first scene is far more interesting than before, but it is to be 
regretted that the Tournament of Minstrels has been shortened and 
particularly the fine song of Walter von der Vogelweide omitted by 
Wagner. All else is as of old, as indeed Elizabeth’s part needed 
nothing to add to her purity and loveliness, which stands out now 
in even bolder relief against the beautiful but sensual part of Venus. 


. GueLieLMo TELL, Grand Opera in 8 acts by Rossini. 


The text is founded on the well-known story of Tell, who de- 
livered his Fatherland from one of its most cruel despots, the 
Austrian governor Gessler. 

The first act opens with a charming introductory chorus by peas- 
ants, who are celebrating a nuptial féte. 

Tell joins in their pleasures, though he cannot help giving utter- 
ance to the pain which the Austrian tyranny causes him. Arnold von 
Melchthal, son of an old Swiss, has conceived an unhappy passion 
for Mathilda, Princess of Hapsburg, whose life he once saved; but 
he is Swiss and resolves to be true to his country. He promises 
Tell to join in his efforts to liberate it. Meanwhile, Leuthold, a Swiss 
peasant, comes up. He is a fugitive, having killed an Austriate 
soldier to revenge an intended abduction of his daughter. His only 
safety lies in crossing the lake, but no fisherman dares to row out 
in the face of the coming storm. Tell steps forth, and seizing the oars 
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brings Leuthold safely to the opposite shore. When Rudolf von 
Harras appears with his soldiers, his prey has escaped, and, nobody 
being willing to betray the deliverer, old father Melchthal is im- 
prisoned. 

In the second act we find the Princess Mathilda returning from a 
hunt. She meets Arnold and they betray their mutual passion. 
Arnold does not yet know his father’s fate, but presently Tell enters 
with Walter Fiirst, who informs Arnold that his father has fallen a 
victim to the Austrian tyranny. Arnold, cruelly roused from his 
love dream, awakes to duty, and the three men vow bloody venge- 
ance. This is the famous oath takes on the Riitli. The deputies of 
the three Cantons arrive, one after the other, and Tell makes them 
swear solemnly to establish Switzerland’s independence. Excited by 
Arnold’s dreadful account of his father’s murder, they all unite in 
the fierce cry, “To arms!” which is to be their signal of combat. 

In the third act Gessler arrives at the market place of Altdorf, 
where he has placed his hat on a pole to be greeted instead of him- 
self by the Swiss who pass by. : 

They grumble at this new proof of arrogance, but dare not dis- 
obey the order, till Tell, passing by with his son Gemmy, disregards 
it. Refusing to salute the hat, he is instantly taken and com- 
manded by Gessler to shoot an apple off his little boy’s head. After 
a dreadful inward struggle Tell submits. Fervently praying to God 
and embracing his fearless son, he shoots with steady hand, hitting 
the apple right in the centre. But Gessler has seen a second arrow, 
which Tell has hidden in his breast, and he asks its purpose. Tell 
freely confesses that he would have shot the tyrant had he missed his 
aim. ‘Tell is fettered, Mathilda vainly appealing for mercy. But 
Gessler’s time has come. The Swiss begin to revolt. Mathilda her- 
self begs to be admitted into their alliance of free citizens, and offers 
her hand to Arnold. The fortresses of the oppressors fall, Tell enters 
free and victorious, having himself killed Gessler; and in a chorus at 
once majestic and grand the Swiss celebrate the day of their liberation. 


Tosca. Musical Drama in 8 acts by V. Sardou, L. Ilica, and G. Giacosa. 
Music by Giacomo Puccini. 

The scene is laid in Rome. The first act takes place in the church 
of Sant? Andrea della Valle. Cesare Angelotti, a state prisoner, has 
escaped from jail and is hiding in a private chapel, of which his 
sister, the Lady Attavanti, has secretly sent him the key. 

When he has disappeared from view the painter Cavaradossi enters 
the church. He is engaged in painting a picture to represent Mary 
Magdalen, the canvas stands on a high easel, and the sacristan, 
who is prowling about, recognizes with scandalized amazement and 
indignation that the sacred picture resembles a beautiful lady who 
comes to pray daily in the church. The old man, after having left 
a basket with food for the painter, retires grumbling at this sacrilege. 
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When he is gone Angelotti comes forward, and the painter, recog- 
nizing in the prisoner the Consul of the late Roman Republic who is 
at the same time an intimate friend of his own, puts himself at his 
disposal; but, hearing the voice of his fiancée Tosca, who demands 
entrance, he begs the prisoner, a victim of the vile Scarpia, to retire 
into the chapel, giving him the refreshments which the sacristan has 
left. 

At last he opens the church door, and Tosca, a famous singer, 
enters looking suspiciously around her, for she is of a jealous dis- 
position. She begs her lover to wait for her at the stage door in the 
evening. He assents and tries to get rid of her, when her suspicions 
are reawakened by the sight of the picture which she sees is a por- 
trait of the Lady Attavanti. With difficulty he succeeds in persuad- - 
ing her of his undying love and at last induces her to depart; he 
then enters the chapel and urges Angelotti to fly. while the way is 
clear. The chapel opens into a deserted garden from whence a 
foot-path leads to the painter’s villa, in which there is a well now 
nearly dry. Into this well the painter advises Angelotti to descend 
if there is any danger of pursuit, as halfway down there is an 
opening leading to a secret cave, where his friend will be in perfect 
safety. 

The Lady Attavanti had left a woman’s clothes for her brother to 
wear as a disguise. He takes them up and turns to go when the report 
of a cannon tells him that his flight from the fortress is discovered. 
With sudden resolution Cavaradossi decides to accompany the fugi- 
tive to help him to escape from his terrible enemy. 

In the next scene. acolytes, scholars, and singers enter the church 
tumultuously. They have heard that Napoleon has been defeated, and 
all are shouting and laughing when Scarpia, the chief of the police, 
enters in search of the fugitive. ‘Turning to the sacristan he demands 
to be shown the chapel of the Attavanti, which to the amazement of 
the sacristan is found open. It is empty, but Scarpia finds a fan, on 
which he perceives the arms of the Attavanti, then he sees the picture 
and hears that Tosca’s lover Cavaradossi has painted it. The basket 
with food is also found empty. During the discussion that ensues, 
Tosca enters, much astonished to find Scarpia here instead of her 
lover. The chief of the police awakens her jealousy by showing her 
the fan, which he pretends:to have found on the scaffolding. Tosca, 
recognizing the arms of the Attavanti, is goaded almost to madness by 
the wily Scarpia. When she departs three spies are ordered to 
follow her. 

The second act takes place in Scarpia’s luxurious apartments in an 
upper story of the Farnese palace. 

Searpia is expecting Tosca, who is to sing this evening at the 
Queen’s festival. He has decided to take her for his mistress and 
to put her lover to death, as well as Angelotti, as soon as he has got 
hold of both. Spoletta, a police agent, informs his chief that he fol- 
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lowed Tosca to a solitary villa, which she left again, alone, very soon 
after she had entered it. 

Forcing his way into the villa he had only found the painter 
Cavaradossi, whom he had at once arrested and brought to the palace. 

Cavaradossi, who is now brought in, denies resolutely any knowl- 
edge of the escaped prisoner. When Tosca enters he embraces her, 
whispering imto her ear not to betray anything she has witnessed in 
his villa. 

Meanwhile, Scarpia has called for Roberts, the executioner, and 
Mario is led into the torture chamber that adjoins Scarpia’s apart- 
ment. Scarpia vainly questions Tosca about her visit to the villa; 
she assures him that she found her lover alone. Then she hears her 
lover’s groans, which are growing more fearful, the torture under 
Searpia’s directions being applied with more and more violence. In 
the intervals Mario, however, entreats Tosca to be silent, but at last 
she can bear no more and gasps, “In the well in the garden.” Scarpia 
at once gives a signal to stop the torture and Mario is carried in 
fainting and covered with blood. When he comes to himself he hears 
Scarpia say to Spoletta, “In the well in the garden,” and thereby finds 
out that Tosca has betrayed the unfortunate prisoner. While he 
turns from her in bitter grief and indignation, Sciarrone enters and 
announces, in the greatest consternation, that the news of victory 
has proved false, Napoleon having beaten the Italian army at 
Marengo. Mario exults in the defeat of his enemy, but the latter 
turns to him with an evil smile and orders the gendarmes to take 
him away to his death. Tosca tries to follow him, but Searpia de- 
tains her. Remaining alone with him she offers him all her treasures 
and at last kneels to him imploring him to save her lover. But the 
villain only shows her the scaffold which is being erected on the 
square below, swearing that he will only save her lover if she will 
be his. Tosca turns shuddering from him. Spoletta now enters to 
announce that Angelotti, being found and taken, has killed himself; 
and that Mario is ready for death. 

Now at last Tosca yields, Scarpia promising to liberate her lover 
at the price of her honor. He suggests, however, that Mario must 
be supposed dead, and that a farce must be acted, in which the 
prisoner is to pretend to fall dead while only blank cartridges will be 
used for firing. Tosca begs to be allowed to warn him herself and 
Scarpia consents, and orders Spoletta to accompany her to the prison 
at four o’clock in the morning, after having given the spy private in- 
struction to have Mario really shot after all. Spoletta retires, and 
Searpia approaches Tosca to claim his reward. But she stops him, 
asking for a safe conduct for herself and her lover. While Scarpia 
is writing it Tosca seizes a knife from the table, while leaning against 
it, and hides the weapon behind her back. Scarpia seals the passport, 
then opening his arms he says: “Now, Tosca, mine at last.” But 
. be staggers back with an awful scream; Tosca has suddenly plunged 
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the knife deep into his breast. Before he can call for help, death 
overtakes him, and Tosca, after having taken the passport from the 
clenched fist of the dead man, turns to fly. 

The third act takes place on the platform of the castle Sant’ 
Angelo. : 

The jailer informs Mario Cavaradossi that he may ask for a last 
favor, having only one hour to live, and the captive begs to be allowed 
to send a last letter of farewell to his fiancée. The jailer assents, 
and Mario sits down to write, but soon the sweet recollections of the 
past overcome him. ‘Tosca finds him in bitter tears, which soon give 
way to joy when she shows him her passport, granting a free pass 
to Tosca and to the Chevalier who will accompany her. 

When she tells him of the deadly deed she has done to procure 
it, he kisses the hands that were stained with blood for his sake, 
Then she informs him of the farce which is to be acted, and begs him 
to fall quite naturally after the first shot, and to remain motionless 
until she shall call him. After a while the jailer reminds them that 
the hour is over. The soldiers march up, and Tosca places herself to 
the left of the guard’s room in order to face her lover. The latter 
refuses to have his eyes bandaged, and bravely stands erect before 
the soldiers. The officer lowers his sword, a report follows, and 
Tosca, seeing her lover fall, sends him a kiss. “When one of the 
sergeants is about to give the “coup de grace” to the fallen man, 
Spoletta prevents him, and covers Mario with a cloak. Tosca re- 
mains quiet until the last soldier has descended the steps of the 
staircase, then she runs to her lover, calling to him to rise. As he 
does not move, she bends down to him and tears the cloak off, but, 
with a terrible ery, she staggers back. Her lover is dead! She be- 
wails him in the wildest grief, when suddenly she hears the voice of 
Sciarrone, and knows that Scarpia’s murder has been discovered! A 
crowd rushes up the stairs with Spoletta at their head; the latter is 
about to precipitate himself upon Tosca, but she runs to the parapet . 
and throws herself into space, with the cry: “Scarpia, may God judge 
between us!” 


‘ 


La TrayiaTa (or VIoLETTA), Opera in 3acts by Verdi. Text taken 
from the French by Piave. 

The original of the libretto is Dumas’ celebrated novel “La Dame 
aux Camélias.” 

The scene is laid in and near Paris. Alfred Germont is passionately 
in love with Violetta Valery, one of the most frivolous beauties in 
Paris. She is pleased with his sincere passion, anything like which 
she has never hitherto known, and openly telling him who she is, she 
warns him herself; but he loves her all the more, and as she returns 
his passion, she abandons her gay life and follows him into the coun- 
try, where they live very happily for some months. 

Annina, Violetta’s maid, dropping a hint to Alfred that her mis- 
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tress is about to sell her house and carriage in town in order to avoid 
expenses, he departs for the capital to prevent this. 

During his absence Violetta receives a visit from Alfred’s father, 
who tries to show her that she has destroyed not only his family’s but 
his son’s happiness by suffering Alfred to unite himself to one so 
dishonored as herself. He succeeds in convincing her, and, broken- 
hearted, she determines to sacrifice herself and leave Alfred secretly. 
Ignoring the possible reason for this inexplicable action, Alfred is full 
of wrath and resolves to take vengeance. He finds Violetta in the 
house of a former friend, Flora Bervoix, who is in a position similar 
to that of Violetta—The latter, having no other resources and feeling 
herself at death’s door (a state of health suggested in the first act 
by an attack of suffocation), has returned to her former life. 

Alfred insults her publicly. The result is a duel between her pres- 
ent adorer, Baron Dauphal, and Alfred. 

From this time on Violetta declines rapidly, and in the last act, 
which takes place in her sleeping-room, we find her dying. Hear- 
ing that Alfred has been victorious in the duel and receiving a letter 
from his father, who is now willing to pardon and to accept her as his 
daughter-in-law, she revives to some extent; and Alfred, who at last 
hears of her sacrifice, returns to her, but only to afford a last glimpse 
of happiness to the unfortunate woman, who expires, a modern 
Magdalen, full of repentance and striving tenderly to console her 
lover and his now equally desolate father. 


TRISTAN AND Isotpa. Lyric Drama in 3 acts by Richard Wagner. 


The first act represents the deck of a ship, where we find the two 
principal persons, Tristan and Isolda, together,—Tristan, a Cornish 
hero, has gone over to Ireland to woo the Princess for his old uncle, 
King Marke. Isolda, however, loves Tristan and has loved him from 
the time when he was cast sick and dying on the coast of Ireland 
and was rescued and nursed by her, though he was her enemy. But 
Tristan, having sworn faith to his uncle, never looks at her; and 
she, full of wrath that he wooes her for another instead of for himself, 
attempts to poison herself and him by a potion. But Brangina, her 
faithful attendant, secretly changes the poisoned draught for a love- 
potion, so that they are inevitably joined in passionate love. Only 
when the ship gets ashore, its deck already covered with knights and 
sailors who come to greet their King’s bride, does Brangiina con- 
fess her fraud; and Isolda, hearing that she is to live, faints in her 
attendant’s arms. 

In the second act Isolda has been wedded to Marke, but the love- 
potion has worked well, and she has secret interviews at night with 
Tristan, whose sense of honor is deadened by the fatal draught. 
Brangiina keeps watch for the lovers, but King Marke’s jealous friend 
Melot betrays them, and they are found out by the good old King, 
who returns earlier than he had intended from a hunt. 
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Tristan is profoundly touched by the grief of the King, whose sad- 
ness at losing faith in his most noble warrior is greater than his 
wrath against the betrayer of honor. Tristan, unable to defend him- 
self, turns to Isolda, asking her to follow him into the desert, but 
Melot opposes him, and they fight, Tristan falling back deadly 
wounded into his faithful servant Kurvenal’s arms. 

The third act represents Tristan’s home in Brittany, whither 
Kurvenal has carried his wounded master in order to nurse him. 
Isolda, so skilled in the art of healing wounds, has been sent for, 
but they look in vain for the ship which is to bring her. 

When at last it comes into sight, Tristan, who awakes from a 
long swoon, sends Kurvenal away, to receive his mistress, and as they 
both delay their coming, his impatient longing gets the better of 
him. Forgetting his wound, he rises from his couch, tearing away 
the bandages, and so Isolda is only just in time to catch him in her 
arms, where he expires with her name on his lips. While she bewails 
her loss, another ship is announced by the shepherd’s horn. King 
Marke arrives, prepared to pardon all and to unite the lovers. Kur- 
venal, seeing Melot advance, mistakes them for foes and, running his 
sword through Melot’s breast, sinks, himself deadly wounded, at his 
master’s feet. King Marke, to whom Brangina has‘confessed her 
part in the whole matter, vainly laments his friend Tristan, while 
Isolda, waking from her swoon and seeing her lover dead, pours forth 
rapturous words of greeting, and, broken-hearted, sinks down dead at 
his side. i 


In TRovaTors. Opera in 4 acts by Giuseppe Verdi. Text by 
Salvatore Commerano, : 

Two men of entirely different station and character woo Leonore, 
Countess of Sergaste. The one is Count Luna, the other a minstrel 
named Manrico, who is believed to be the son of Azucena, a gypsy. 

Azucena has, in accordance with gypsy law, vowed bloody revenge 
on Count Luna, because his father, believing her mother to be a 
sorceress and to have bewitched one of his children, had the old 
woman burnt. To punish the father for this cruelty Azucena took 
away his other child, which was vainly sought for.—This story is told 
in the first scene, where we find the Count’s servants waiting for 
him, while he stands sighing beneath his sweetheart’s window. But 
Leonore’s heart is already captivated by Manrico’s sweet songs and 
his valor in tournament. She suddenly hears his voice, and in the 
darkness mistakes the Count for her lover, who, however, comes up 
just in time to claim her. The Count is full of rage, and there fol- 
lows a duel in which Manrico is wounded, but, though it is in his 
power to kill his enemy, he spares his life, without, however, being 
able to account for the impulse. 

In the second act Azucena, nursing Manrico, tells him of her 
mother’s dreadful fate and her last cry for revenge, and confesses 
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to having robbed the old Count’s son, with the intention of burn- 
ing him. But in her despair and confusion, she says, she threw her 
own child into the flames, and the Count’s son lived. Manrico is 
terrified, but Azucena retracts her words and regains his confidence, 
so that he believes her tale to have been but an outburst of remorse 
and folly. 


Meanwhile, he hears that Leonore, to whom he was reported as dead, ' 


is about to take the veil, and: he rushes away to save her. Count 
Luna arrives before the convent with the same purpose. But just 
as he seizes his prey, Manrico comes up and liberates her with the 
aid of his companions, while the Count curses them. 

Leonore becomes Manrico’s wife, but her happiness is shortlived. 

In the third act the Count’s soldiers succeed in capturing Azucena, 
in whom they recognize the burnt gypsy’s daughter. She denies all 
knowledge of the Count’s lost brother, and as the Count hears that 
his successful rival is her son, she is sentenced to be burnt. Ruiz, 
Manrico’s friend, brings the news to him. Manrico tries to rescue her, 
but is seized too, and condemned to die by the axe. 

In the fourth act Leonore offers herself to the Count as the price 
of freedom for the captives, but, determined to be true to her lover, 
she takes poison. She hastens to him, announcing his deliverance. 
Too late he sees how dearly she has paid for it, when, after sweet 
assurance of love and fidelity, she sinks dead at his feet. 

The Count, coming up and seeing himself deceived, orders Manrico 
to be put to death instantly. 

He is led away, and only after the execution does Azucena inform 
the Count that his murdered rival was Luna’s own long-sought 
brother. 


MADAM BUTTERFLY. Opera in 2 acts by Giacomo Puccini. 


Cho-Cho-San, the heroine of “Madam Butterfly,” was about 16 


years old when Lieutenant Benjamin Franklin Pinkerton, of the United: 


States navy, was stationed at Nagasaki, Japan. She belonged to a 
noble family. Her uncle was still living as a bonze, or Buddhist 
priest, in Nagasaki, but she had been left in poverty by the death of 
her father. Until late in the Nineteenth century, a Japanese noble- 
man, or “daimio,” who displeased the court, might be presented with 
a sword, as one of a number of polite ways of requesting him to kill 
himself, As this amounted to sentence of death by “harikari,” there 
was no escaping it. When Cho-Cho-San’s father was thus sentenced 
he killed himself in what the Japanese thought a highly honorable and 
creditable way. As this left his daughter unprovided for, she became 
a singer.’ Expecting to remain for some time at Nagasaki, Lieuten- 
ant Pinkerton leased a house for ninety-nine years in the Japanese 
form, which allowed him to cancel the lease and give up the house at 
the end of any month of the ninety-nine years. He made up his mind 
to have a Japanese wife, married in this convenient way to keep his 
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Japanese house for him. Goro, a marriage broker, introduced Cho- 
Cho-San. Because of her beauty and grace, she was called the But- 
terfly. Lieutenant Pinkerton was delighted with her. To him, she 
seemed to be a living picture from a Japanese fan, fit to be framed 
among cherry blossoms, with butterflies fluttermg around her. She 
was equally pleased with him, While the marriage was being arranged, 
she tried to learn his religion, so that he might not be ashamed of her ~ 
as his wife in the United States. She went to an American mission | 
and became a convert to Christianity. Sharpless, the American con- 
sul at Nagasaki, understanding the Japanese character, urged Lieuten- 
ant Pinkerton to think of the girl’s feelings as seriously as if she were 
one of his own countrywomen, but Pinkerton could think of her only 
as a toy and a work of Japanese art. They were married accordingly 
with all due Japanese form, the Imperial Commissioner and Official 
Registrar being present at the ceremony. When the bride was con- 
gratulated as “Madam Butterfly,” she said that she must no longer be 
called by any other name than that of her husband. She was not 
“Madam Butterfly,” but “Madam Pinkerton.” Before the wedding 
guests had left the house, her uncle, the bonze, appeared among them 
in a great passion. He had learned that she had given up her family 
religion. Under his creed, this amounted to renouncing kinship with 
him and all her other relations. He pronounced a curse upon her, 
ealling on her mother and all her kindred to confirm it by leaving her. 
Her husband finally told them all to go and comforted her. 

In the second act, which has two parts, three years have passed and 
Lieutenant Pinkerton has been long absent in the United States. His 
Japanese wife and her faithful servant, Suzuki, are constantly watch- 
ing the harbor for the return of his ship, the Abraham Lincoln. Cho- 
Cho-San is comforted by her little son, who has the blue eyes and fair , 
hair of his father. Lieutenant Pinkerton, however, never took his 
Japanese marriage seriously. After he left Japan, not expecting to 
return, he married in the United States. He seems to have forgotten 
Madam Butterfly until his ship was once more ordered to Nagasaki. 
Then he wrote Consul Sharpless a letter, asking him to break the news 
of his American marriage to his Japanese wife. When Sharpless 
called on her, he found her so excited by the letter and so full of con- 
fidence in her, husband, that it was impossible to undeceive her.. She 
showed him her son ond told him that her husband was sure to hasten 
back to see the beautiful child. The Consul leaves in great distress, 
and soon afterwards the harbor cannon fire a salute announcing the 
arrival of a man-of-war. It is Lieutenant Pinkerton’s ship and he is 
on board. Madam Butterfly dresses herself and her boy in their best 
and waits for his arrival until late at night, but he does not come. 
During the day, Prince Yamadori, a wealthy merchant, makes her an 
offer of marriage which she indignantly rejects. 

The next morning brings the conclusion. Pinkerton’s American 
wife, who learns the whole story, wishes to take the child home with 
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her and adopt it as her own. Pinkerton and Sharpless visit Madam 
Butterfly. After realizing how cruelly he has wronged her, Pinker- 
ton rushes away, full of the deepest remorse. Madam Butterfly re- 
solves to give up the child and to die as her father did. She takes 
down his sword. The opera closes as she is dying. With her last 
breath she tells the child, “sent from Paradise,” to go and play. With 
Sharpless, Pinkerton enters, calling “Butterfly, Butterfly.” She dies 
as she points to the child. 


THE GIRL OF THE GOLDEN WEST. Operatic Melodrama in 3 acts, by Giacomo 
Puccini. Italian text by G. Zangarini, founded on Belasco’s play. 


The first act opens in a California mining camp, during the “Gold 
fever,” between 1848 and 1850. _ The heroine, Minnie, keeps a’ com- 
bimed tavern, saloon, dance-hall and gambling house, where in the first 
act, the miners are assembled. They drink, dance and play cards. 
Al are very fond of Minnie, especially the pane Jack Rance. Min- 
nie teaches the miners and several Indians to read. She is the only 
white woman in the camp. Rance urges her to marry him, but she 
declines. She carries a pistol and reminds the sheriff that she knows 
how to use it if she is not treated with respect. Rance is highly senti- 
mental in a rough way. So are all her other customers. Rance says 
that the country is “cursed with the lust of gold.” The gamblers stop 
gambling when they hear a miner singing about “the old folks at 
home.” When the song dies away “in an anguished silence,” they are 
about to weep. One of the younger ones, Larkens, is found in tears. 
He says he has had enough and wants to go home. They contribute 
gold dust and nuggets to pay his expenses. Then they go on singing 
of home until one of their number is caught cheating at cards. They 
propose to hang him. The sheriff persuades them to punish him in 
another way. He is sentenced to keep the deuce of spades pinned 
always in sight on his breast and to be hanged if he is caught with- 
out it. Ashby, the agent for the Wells-Fargo company, comes in. He 
is anxious for the sheriff to catch a band of Mexican robbers, headed 
by a gentlemanly bandit known as Ramerrez, who robs Americans 
because they have invaded his country. While Ashby and the sheriff 
are talking, Minnie takes a Bible and reads the Fifty-first psalm to 
the miners. When she:reads “purge me with hyssop and I shall be 
clean,” they ask her to explain what hyssop is. She tells them that 
it is a plant which grows in the Hast and “in everybody’s heart.” As 
this is intended to explain the whole story, it is illustrated by what 
follows in the second and third acts. The moral is that God can save 
the worst people on earth by using the good in them, as the “hyssop 
of the heart.” 

The miners, who are very careless with their gold, have a barrel of 
it in Minnie’s bar-room, where it is supposed to be kent until they are 
ready to send it to the mint. The band of Ramerrez plans to rob the 
miners, either while the gold is in this barrel or while it is being 
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shipped by stage-coach. One of the band is captured. He is followed 
to the bar-room by the leader, Ramerrez, in disguise. Minnie has met 
Ramerrez before without knowing that he is a professional bandit. 
He introduces himself as Dick Johnson. He and Minnie fall in love 
with each other. When he is hunted and wounded by the sheriff as 
Ramerrez, he is protected by Minnie who finally saves him from being 
lynched. The agent of the Express company is greatly disappointed 
because the miners become soft-hearted as suddenly as they did when 
they heard the song of home. They conclude that it would be wrong 
to lynch a bandit who is willing to repent, if lynching him would 
make Minnie unhappy. She tells them that the robber, Ramerrez, has 
been dead for a week and that they cannot kill him. She means that 
while wounded in her cabin, he repented and resolved to go away 
“to lead a new life.” She throws away her pistol, tells them that the 
very chief of sinners can be redeemed by love and that she will be a 
loving friend and sister to all of them. Johnson then kneels and 
kisses the hem of her dress. Sonora, one of the miners, says that 
Minnie’s words “must come from God” and that her love is some- 
thing “high and holy.” He cuts the rope from Johnson’s neck. Min- 
nie and Johnson leave the stage, saying “good bye, my California,” 
while the miners remain weeping. The plot is inspired by Bret Harte’s 
California stories, but lacks his art. 


THE JEWELS OF THE MADONNA. Operain 3 acts by Ermanno Wolf-Ferrari. 


Maliella was left a foundling in Naples, with her parents unknown. 
She was adopted by Carmela, a widow, who had made a vow to the 
Virgin under which she bound herself to care for a deserted street- 
child. As she grew to womanhood, Maliella thought more and more 
of enjoying herself until finally she thought of nothing else. Carmela 
and her son, Gennaro, both loved’ the girl and attempted to protect 
her against the dangers of such a city as Naples. Gennaro loved her 
deeply and wished to marry her, but she scorned him. When he joined 
his mother in trying to keep her at home, away from her dangerous 
pleasures, she hated him. The opera opens in a small square near the 
sea in Naples, with Carmela’s house and Gennaro’s blacksmith shop in 
view. It is the feast day of the Virgin and the great procession, carry- 
ing her richly jewelled image, is about to pass. The square is full of 
merry-makers and Maliella joins them, flirtmg with the young men, 
some of whom try to kiss her. Among these is Rafaele, the young 
captain of a secret band of Camorrist outlaws. As he catches her and 
is about to kiss her, she draws the stiletto-pin from her hair and defends 
herself, cutting his hand. He gives her a flower and swears that she 
shall learn to love him. As she still rejects him, the procession carrying 
the image of the Virgin comes in sight. Rafaele says that he will risk 
his soul for Maliella. He offers to rob the Virgin of her jewels, if she 
will wear them. Maliella is terrified at this sacrilege and shrieks. 
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In the second act, she reproaches Gennaro with his dullness and re- 
jects him when he urges her to marry him. She tells him she loves 
Rafaele. To show Rafaele’s love for her, she boasts of his offer to 
rob the Virgin for her sake. Driven half insane with love and jeal- 
ousy, Gennaro takes tools and false-keys from his shop, visits the 
church at night and steals the Madonna’s jewels. He gives them to 
Maliella. She is greatly terrified. Finally her vanity grows stronger 
than her fear and she puts them on, thinking only of how much Ra- 
faele might admire her, and falling finally almost into a trance. 

The night after the festival, the Camorrists whom Rafaele leads, 
are gathered in their den, where the third act opens. There is an altar 
to the Virgin in it, but they draw a cloth over it and begin a wild 
orgy, during which Maliella enters with some of the most precious of 
the Madonna’s jewels. She tells Rafaele of Gennaro’s love. Ra- 
faele, who is maddened with jealousy, throws her to the ground. She 
faints and the Madonna’s jewels are seen by the Camorrists. While 
they are assembled around Maliella, Gennaro is dragged in by others 
of the band. Maliella revives from her faint, throws the jewels at 
Gennaro and curses him. “Rafaele,” she says, “do you know what 
these jewels are? He stole them from the Madonna.” The women 
in the Camorrist den scream with terror. Maliella is cursed by Ra- 
faele. She runs out into the night, saying “to the sea.” The ringing 
of bells announces the discovery of the robbery. The Camorrists wor- 
ship the image of the Virgin and wish to kill Gennaro. They are 
checked by Rafaele who tells them that Gennaro is accurst and must - 
be left to die like a dog. The Camorrists all leave the den. Gennaro 
kneels before the image of the Virgin, begging for a sign of her for- 
givenness. He stabs himself in delirium. As he is dying, day breaks, , 
he hears the song of birds and light streams in upon him as he crawls 
to the altar. At the close, a mob which had followed him, appears 
and throws open the door, showing him in full daylight, dead at the 
foot of the altar, 


SOME GREAT DRAMATISTS AND SOME OF THEIR CHIEF WORKS. 


‘ 
Nory.—This is not, of course, a complete list of famous Dramatists, nor is it 
@ complete list of their works. It is intended to serve as an introduction to the 
vast field and to furnish a.series of fingerposts to those who would acquaint 
themselves with the lives and works of the great masters. 


ANSCHYLUS, 525-456 B.c. Greek. Some Ohief Works: Prometheus Bound; 
Agamemnon; The Humenides. Biographies are prefixed to most of the 
English translations of Aeschylus. 

ALFIERI, VITTORIO. 1749-1803. Italian. Ohief Work: Cleopatra. Autobiog- 
raphy, 1845, and life by Copping, 1857; Howells, 1877. 

ANNUNZIO, GABRIELLE D’. Italian. § 

ARETINO, PIETRO. 1492-1556. Italian. Ohief Work: Orazio. Sketch in Van 
Dyke, P. ‘‘Renascence Portraits,” 1905. 

ARISTOPHANES. About 444-380 B.c. Greek. Some Ohief Works: The Birds; 
The, Frogs; The Wasps; The Clouds. : 

AuGUR, HMILE. 1820-1859. French. ; 

BEAUMARCHAIS, PieRRE AUGUSTIN CARON DE. 1732-99. French. Ohief Works: 
The Barber of Seville: The Marriage of Figaro. Biographies by Loménie. 
1856; Hallays, 1897 (in French). 

BEAUMONT, FRANCIS. 1586-1616. English. Wrote many plays in collaboration 
with Fletcher. 

Bxscquk, HENRI FRANCOIS. 1837-1899. French. Some . Chief Works: The 
Prodigal Son; The Abduction; The Ravens; The Parisian. 

BJORNSON, BJORNSTJERNE. 1832- . Norwegian. Some Chief Works: Lame 
Hulda; Mary Stuart; Sigurd the Crusader. 

CALDERON DE LA Barca, PEDRO. 1600-1681. Spanish. Ohief Work: The Magic 
Wonder Worker. Biographies and Studies by Breymann, 1905 (in German) ; 
Hewes, 1846; Trench, 1880. 

CIBBER, CotLEY. 1671-1757. Bnglish. Some Chief Works: Love’s Last Shift; 
The Careless Husband. “‘ peers for the Life of Colley Cibber.”’ 

CONGREVE, WILLIAM. 1670-1729. English. Some Chief Works: The Mourning 
Bride; Love for Love; The Way of the World. Biographies in collected 
editions of Congreve’s works by Gosse, 1888; Schmid, 1897 (in German). 

COPPEB, FRANCOIS HDOUARD JOACHIM. French. ; 

CORNEILLE, PIERRH. 1606-1684. French. Some Chief Works: Le Cid; Polyeucte. 
Biographies and Studies by Guizot, 1871; Segall, 1902; Vincent, 1901. 

CUMBERLAND, RICHARD. 1732-1800. Some Chief Works: The Wheel of Fortune; 
The Jew; The Fashionable Love. Memoirs (autobiography), 1806. 

DRYDEN, JOHN. 1631-1701. English. Some Chief Works: The Rival Ladies; 
All for Love; Don Sebastian. Biographies and Studies by Saintsbury (1881) ; 
Scott, 1808; Sherwood, 1898. 

DuMAS, ALHXANDRN (fils). 1824-1895. French. Ohief Work: Camille. 

ECHEGARAY, Joss. Spanish. Some Ohief Works: The Avenger’s Bride; The 
Great Galeotto; Madman or Saint; A Merry Life. 

Beweeras ie GEORGE. 1635-1691. English. Biography by Meindl, 1901 (in 
erman). 

EurIpipes. 480-406 B.c. Greek. Some Ohief Works: Medea; Alcestes; Hip- 
polytus ; Hecuba; Orestes. Biographies and Studies by Mahaffy, 1879; Patin, 
1866 (in French) ; Thomson, 1898; Way, 1894; Verrall, 1895. 

FircH, WILLIAM CuLypE. 1865-1909. American. Some Chief Works: Beau 
Brummel; The Climbers. 

FLETCHER, JOHN. 1576-1625. English. See Beaumont. 

ForD, JOHN. 1586-1639. English. Some Chief Works: The Lover’s Melancholy $ 
The Broken Heart; Love’s Sacrifice. 

GOETHE, JOHANN WOLFGANG VON. 1749-1832. German. Chief Work: Faust. 
Biographies by Atkins, 1904; Bielchowsky, 1905; Boyesen, 1879; Browning, 
1892; Diintzer, 1883; Grimm, 1880; Lewes, 1856; Sime, 1888. 

rape CarRLoO. 1707-1793. Italian. Memoirs, 1828, and sketch by Copping, 


GOLDSMITH, OLIvpR. 1728-1774. Bnglish. Ohief Work: She Stoops to Conquer. 
Biographies by Black, 1899; Dodson, 1899; Forster, 1848; Irving (various 
editions) ; Prior, 1837. 

GREENE, ROBERT. 1560-1592. English. Some Ohtef Works: Friar Bacon and 
Friar Bungay; Pandosto. “Repentance” and Biography by Storojenko, 1881. 

GRILLPARZER, EF'RANZ. 1791-1872. German. Some Chief Works: The Golden 
Fleece; The Argonauts; Medea; Sappho; Woe to Him Who Lies. Auto- 
biography, 1892. 

HAUPTMANN, GERHARDT. 1862- . German. Some Ohief Works: Before Sun- 
rise; A Family Catastrophe; The Weavers; The Sunken Bell. 

HeRVIEU, PAvuL ERNEST. French. 

Hnys®, JOHANN Lupwic Pau. 1830- . German. Some Ohief Works: Hans 
Lange; Kolberg; The Wisdom of Solomon; The End of the World; Mary of 
Magdala. ona sketch. by Copeland, 1894, and Biography by Patzet, 1904 
(in German). 

Hugo, Vicror Maris. 1802-1885. French. Ohief Work: Ruy Blas. Biog- 
raphies by Barbou 1893; Mme. Adéle Hugo, 1863; Marzials, 1888. 
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Howarp, Bronson. 1842-1908. American. Some Chief Works: Saratoga; 
Diamonds; Old Love Letters, 

IBSEN, H®NRIK. 1828-1906. Norwegian. Some Ohief Works: Ghosts; The 
Doll’s House; The Pillars of Society; Peer Gynt; When We Dead Awaken. 
Biographies and Studies by Boyesen, 1893; Jaeger, 1901; Lothar, 1902 (in 
German) ; Macfall, 1907; Shaw, 1891; Wicksteed, 1892. 

IFFLAND, AUGUST WILHELM. 1759-1814. German. Some Chief Works: The 
Hunters; The Crime of Ambition. 

JONES, Hpnry ARTHUR. 1851- . English. Some Chief Works: The Middleman : 
The Hypocrites; Saints and Sinners. 

JONSON, BON. 1573-1637. English. Some Chief Works: Every Man in His 
Humor; Cynthia’s Revels; The Alchemist. Biographies and Studies by Gif- 
ford, 1816; Képpel, 1906 (in German) ; Swinburne, 1889; Symonds, 15886. 

KAuipAsA. Date unknown. India. Chief Work: Sakuntala, a drama. : 

KuEIst, HEINRICH BERNT WILHELM VON. 1777-1811. German. Some Chief 
Works: The Prince of Hamburg; The Broken Pitcher. 

KNOWLES, JAMES SHDPRIDAN. 1784-1862. Irish. Some Chief Works: Virginius; 
William Tell; Alfred the Great; The Hunchback. 

LESSING, GOTTHOLD EPHRAIM, 1729-1781. German. Some Ohief Works: 
Minna von Barnhelm; Nathan the Wise; Hmilia Galotti. Biographies by 
Sime, 1877; Stahr, 1866; Zimmern, 1878. 

LOPE DY VEGA CARPIO, FELIX. . 1562-1635. Spanish. Biography by Lewes, 1846. 
MAETERLINCK, Mauvricg. Belgian. Some Chief Works: The Blind; The 
Intruder; Princess Maleine; The Seven Princesses; Monna Vanna. 
SEO Eprints itben es 1785-1873. Italian. Some Chief Works: Carmagnola}; 

delchi. 

MARLOW®, CHRISTOPHDR. 1564-1593. English. Some Chief Works: The Jew of 
Malta; Dr. Faustus; Tamburlaine. Biography by Ingrams, 1904. 

MENANDER. 3842-291 B.c. Greek. Fragments only of his work exist. 

MOLIERE (JEAN BAPTISTH POQUELIN). 1622-1673. French. Some Chief Works: 
The Misanthrope; Bourgeois Gentilhomme; Tartuffe; Le Malade Imaginaire. 
Biographies by Marzials, 1906; Trollope, 1905; Taylor, 1906; Vincent, 1902. 

MusseEt, Louis CHARLES ALFRED DE. 1810-1857. French. 

Otway, THOMAS. 1651-1685. English. Some Chief Works: Venice Preserved; 
Alcibiades ; Don Carlos. 

PINERO, ARTHUR WING. English. Some Chief Works: The Second Mrs. Tan- 
queray ; The Money Spinner. Z 

PLavuTuUS, Titus Maccius. 254-184 B.c. Roman. Chief Works: Society ; Caste. 

RACINE, JEAN BAPTISTH. 1639-1699. French. Some Chief Works: Andromaque ; 
Mithridate; Iphigénie; Phédre; Esther; Athalie. tography by Blaze de 
Bury, 1845; Trollope, 1881. ' 

ROBERTSON, THOMAS WILLIAM. 1829-1871. Hnglish. 

ROSTAND, EDMOND. 1868- . French. Ohief Work: Cyrano de Bergerzc. 

Sarpou, VICTORIHN. French. Chief Work: Diplomacy. 

SCHILLER, JOHANN CHRISTOPH FRIEDRICH VON. 1759-1805. German. Some 
Ohief Works: Wallenstein; Marie Stuart’; William Tell; Joan of Are. Biog- 
raphies by: Bellermann, 1901 (in German); Boyesen, 1898; Carlyle, 1846; 
Diintzer, 1883 ; Nevinson, 1889; Thomas, 1901; Weltrich, 1899 (in German). 

SHAKESPEARE, WILLIAM. 1564-1616. English. Some Chief Works: King Lear; 
Hamlet; Romeo and Juliet; Othello; Merchant of Venice; Twelfth Night; 
Macbeth; Midsummer Night’s Dream; As You Like It; The Tempest; A 
Winter’s Tale. Biographical Studies by Baynes, 1894; Boas, 1896; Dowden, 
1895; Hiton, 1904; Ewen, 1904; Guizot, 1852; Halliwell-Phillips, 1890; 
Hazlett, 1902; Hudson, 1892; Hugo, 1886; Lanier, 1902; Lee, 1898; Mabie, 
1904; Raleigh, 1907; Rolfe, 1904; Goldwin Smith, 1900; Walter, 1890; 
Wendell, 1894. 

SHAw, GuorGh BHRNARD. 1856- . English. Ohief Work: Man and Superman. 

SHERIDAN, RICHARD BRINSLEY BuTupr. 1751-1816. Hnglish. Some Ohief 
Works: School for Scandal; The Rivals. Biographies by Fitzgerald, 1886; 
Moore, 1825; Oliphant, 1883; Rae, 1896. 

SopHocuys. 495-406 B.c. Greek. Some Ohief Works: Oedipus Tyrannus; 
Antigone; Electra; Ajax; Philoctetes. Biographies by Campbell, 1880; 
Patin, 1865 (in French). 

SUDERMANN, HeRMANN. 1857- . German. Some Chief Works: Magda; The 
Fires of St. Jobn. 


TWRENCH (PUBLIUS THRENTIUS AFpR). About 185-159 sB.c. Roman. Some 


Chief Works: The Woman of Andros; The Step-mother; The Self-Tormentor ; 
The Hunuch; Phormio; Adelphi. 

THOMAS, AUGUSTUS. 1859- . American. Some Chief Works: Arizona; The 
Harl of Pawtucket; In Mizzoura. 

VANBRUGH, Sir JOHN. 1666-1726. Some Chief Works: The Relapse; The Pro- 
voked Wifes Biography by Dametz, 1898 (in German), and sketches in 
collected editions of Vanbrugh’s works. 

VOLTAIRN, FRANCOIS-MARIn ARoUnT. 1694-1778. French. Some Ohief Works: 
Zaire; Mérope; Iréne; Oedipe. Biographies by Espinasse, 1892; Morley, 
1891; Parton, 1881. 

VONDEL, JOOST VAN DEN. 1587-1679. Dutch. Some Chief Works: Palamides3 
The Amsterdam Hecuba; Lucifer; and many Biblical dramas. 
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WILpn, Oscar (FINGALL O’FLAHDRTIE WILLS). 1856-1900. Irish. Some Chie 
Works: The Importance of Being in Earnest; Lady Windermere’s Fan; 
Woman of No Importance. Biography by Sherard, 1906. 


SOME GREAT ACTORS AND ACTRESSES. 


Norn.—This is not, of course, a complete list of famous Actors and Actresses. 
Tt is intended to serve as an introduction to the vast field and to furnish a 
series of fingerposts to those who would acquaint themselves with the lives of 
these famous men and women. 


ABINGTON, FRANCES. 1737-1815. English. 

AHSOPUS, CLODIUS. ist Century B.c. Roman. 

ALLEYN, HDWARD. 1566-1626. English. 

ANDERSON, MAry. 1859-_. American. Biographies: “A Few Memories,” 1896; 
“Stage Life of,’’ by William Winter. 

ANGLIN, MARGARET. 1876- . Canadian. 

ARISTODEMUS. 4th Century B.c. Greek. 

ARTHUR, JULIA (Mrs. B. P. CHEN). 1869- . Canadian. 

ASHWELL, LUNA. 1872- . Bnglish. 

BARETTA-WORMS, BLANCHE ROSH MARIN HSLEND. ~. French. 

BARRETT, LAWRENCE. 1838-91. American. 

BARRYMORE, HTHHL. 1882- . American. . 

Bates, BLANCHH. 1873- .. American. 

Baron, MicHEL. 1653-1729. French. 

BATHYLLUS OF ALDXANDRIA. FI. B.c. 30. 

BERNHARDT, SARAH (BDERNHARDT, ROSINE). 1844- . French. Biography 
by Jules Huret. 

BuTTHRTON, THOMAS. 1686-1710. English. Biography by R. W. Lowe. 

BLOODGOOD, CLARE SUTTON. 

BootH, EDWIN. 1833-93. American. Biographies by C. T. Copeland, 1901; 
Mrs. Edwina Booth Grossmann, 1894; W. Winter, 1894. 

Bootu, JuNIvuS Brutus. 1796-1852. American. 

BOvucIcAULT, D1on. 1822-1890. Irish. 

BRACEGIRDLH, ANNE. 1663-1748. English. 2 

BRANDES, JOHANN CHRISTIAN. 1735-1799. German. 

BuRBAGH, RICHARD. 1567-1619. . 

Burton, WILLIAM Bvans. 1804-60. English. 

CAMPBELL, MRS. PATRICK. 1867- . English. 

CartmrR, Mrs. Louis Lesyip.. American. 

CiBBER, Mrs. SUSANNAH MAriIA. 1714-1766. English. 

CLEANDHR. 5th Century B.c. Greek. ‘ 

CLAIRON, MLuy. CLAIRD JOSEPHD DE LA TuDH. 1723-1803. French. Memoirs. 

CLIVE, Mrs. CATHERINE (RAFTOR). 1711-85. Life by P. H. Fitzgerald. 


COQUELIN, BENOIT CONSTANT. 1841- . French. 

CRANE, WILLIAM H. 1845- . American. / 

ee epee CHARLOTTE SAUNDERS. 1816-76, American. Biography by Emma 
tebbins. : 

Daty, ARNOLD. 1875- . American. 


DAVENPORT, EDWARD LOOMIS. 1815-77. Biography by BH. F. Edgett. 
DAVENPORT, Mrs. MARY ANN. 1765-1843, English. 

DEJAZET, VIRGININ. 1797-1875. French. ; 
Drew, Mrs. Louisa (LANE) Hunt Mossop. 1820-97. <Awutobiographical sketch. 
Druw, JOHN. 1853- . Biography by WB. A. Dithmar. ; 

DUMESNIL, MARIE FRANCOISH MARCHAND. 1713-1803. French. 


Dusn, BLEONoRA. 1861- . Italian. Biography, “‘Duse, and the French,” by 
Victor Mapes. : 
BLLIOT, MAXINE. 1873- . American. 


ByYTINGH, Ros. 1838-1908. American. Autobiography, Memories, 1905. 

Favcit, Heuen, afterwards Lapy MARTIN. 1816-1898. English. 

FEcHTER, CHARLES ALBHRT. 1824-79. French. Biography by Kate Field. 

Fiskn, MINNIn MapppRN (Mrs. HarRISON GREY). 1865- . American. 

FLORENCE, WILLIAM J®BRMYN. 1831-91. American. 

FORREST, EDWIN. 1806-72. English. Biography by Lawrence Barrett. 

ForBp®s-ROBERTSON, JOHNSTON. 1853- . English. 

GaRRICK, Davip. 1716-79. English. Life by P. H. Fitzgerald. : 

GiuBpRt, Mrs. ANNE (HartuEy). 1821-1901. “Stage Reminiscences.” 

GILBERT, JOHN GIBBS. 1810-89. Sketch by William Winter. 

Goopwin, NATHANIBL C. 1857- . American. 

Gwyn, ELEANOR. 1650-87. English. ‘Story of,” by Peter Cunningham. 

Hacxnrt, JAMES Hpnry. 1800-1871. American. 

Harn, JoHN. 1844- . English. : 

HIARNED, VIRGINIA. 1868- . American. 

Harriott, Mrs. Cuara (Morris). 1848- . Canadian. “Life of a Star,” 
“Life on the Stage,” “Stage Confidences; Talks about Players and Play 
Acting,” by Clara Morris. : 

Invine, Sirk JOHN Henry Bropris. 1835-1905. English. Biography by Wil- 
liam Archer, 1888; B. Stoker, 1906; W. Winter, 1885. 
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Irwin, May (Mrs. OTTO HISFELD). 1862- . Canadian. 

JAMES, LOUIS. 1842-1910. American. 

JHFYERSON, JOSEPH. 1829-1905. American. Autobiography. “Reminiscences,” 
by Francis Wilson. ; 

JORDAN, DoroTuHHA. 1762-1816. Hnglish. 

KAN, EDMUND. 1787-1833. English. “Life and Adventures,” by J. F. Molloy. 

KEENE, LAWRENCE. 

KEMBLE, FRANCES ANN. 1809-93. English. “Record of a Girlhood.” Auwuto- 
biography. 

KEMBLE, JOHN PHILIP. 1757-1823. English. “The Kembles’; an account of 
the Kemble family, including the life of Mrs. Siddons. 

KENDALL, Mrs. GRIMSTON, Mrs. MARGARET BRUTON (ROBERTSON). 1849-1907. 
“The Kendalls,” a biography by T. H. Pemberton. 

LAFOND, PIPRRD. 1773-1846. French. 

LECOUVREUR, ADRIBNNE, 1692-1730. French. 

LAMBERT, N. 17th Century. French. 

LEPLAIN, Hynri Louis. 1728-1778. French. 

LEMAITRE, ANTOINH LOUIS PROSPER (known as FrRiphric). 1800-76. French. 

Lutz, Mrs. LAURA (K®ENE) TAYLOR. 1826-73. ‘Life of Laura Keene,” by John 
Creahan. 

LORRAINE, ROBERT. 

Lorra (CHARLOTTE CRABTRER). 1847. American. 

McCULLOUGH, JOHN. 1837-85. American. 

Mackay, F. F. American. 

Sarthe igs Pe src 1690-1797. Biography by B. A. Parry. ‘Eminent Actors,” 
vol. iii, 

MaAcrEADY, ‘WILLIAM CHARLES. 1795-1873. English. Biography by W. Archer. 

MANNERING, Mary (Mrs. J. K. HacknTtT). 1876- . English. 

MANSFIBLD, RICHARD. 1857-1907. American, 

MANTELL, Ropert B. 1854- . Scottish. 

MartLow®n, JuuiA. 1865- . English. ‘Julia Marlowe,’”’ by I. D. Barry. 

Mars, MONVEL, MLLY. ANND FRANCOISE HYPPOLYTH BoUTET. “1779-1847. French. 

MATHEWS, CHARLES JAMES. 1776-1835. English. 

MopsEskKA, HeLpna (MMB. CHLAPOWSKI). 1844-1909. Polish. 

Mouh, FRANCOIS RHONE. 1734-1802. French. 

Morris, CLARA. (See HARRIOTT.) 

MONVEL, JACQUES MARIN BoutTHer. 1745-1812. French. 

MYNISCUS OF CHALCIS. 5th Century B.c. Greek. 

‘N®ILSON, LILIAN ADELAIDH. 1848-80. English. 

NETHERSOLB, OLGA. 1870- . Englifh. 

Nicostratus. About 420 B.c. Greek, 

OLDFIPLD, ANNE. 1683-1730. WHngligh. “Palmy Days of Nance Oldfield,’ by 
Edward Robins. 

Pouus or Atgina. 4th Century B.c. Greek. 

PRITCHARD, Mrs, HANNAH. 1711-1768. English. 

RACHEL (Faux, EvisA RacHHL). 1821-58. French. Biography by Mrs. N. 

| H,. Kennard. 

RwpwAN, ADA. 1860- ._ Irish. 

REJANH, Mun. French. 

RISTORI, ADELAIDD. 1822-1906. Italian. 

ROBINSON, Mary (knowx as PwRDITA). 1758-1800. English. 

ROBSON, ELEANOR HLisy. Hnglish. 

ROSCIUS, QUINTUS. B.C. 62. Roman, ' 

SALVINI, ALEXANDER. Italian. 


SALVINI, TOMMASO. 1829- . Italian, “Leaves from the Autobiography.” 

Sippons, SaraAH (KPMBLH). 1755-1831, English. Memoirs by James: Boaden. 

SKINNER, OTIS. 1865- . American. 

har Siu HaARRInT CONSTANCH, afterwards MMB. BwRLIoz. 1800-1859. Eng- 
sh. 


SorHpRN, HpwarD ASKHW. 1826-81. English. Memoir by T. BH. Pemberton. 

SoTHERN, EpwarD H. 1859- + American. 

SToppART, JAMBS Hwnry, 1827-1907. “Recollections of a Player.” 

SULLIVAN, THOMAS Barky. 1821-91. “Sullivan and His Contemporaries,” by 
R. M. Sillard. : 

TALMA, FRANCOIS JOSHPH. 1763-1826. French. 

TARLTON, RicHarD. 1588. Hnglish. 

TwrRY, HuupN Atvicp. 1848- . “Nilen Terry and Her Sisters,” by T. BH. 
Pemberton. 

TwRRISS, WILLIAM (LEWIN, WILLIAM CHARLES JAMBHS). 1847-97. English 
“Life of William Terris, Actor,” by A. J. Smythe. 

TRHn, HERBERT BEERBOHM. 1853- . Hnglish. 

TurPio, Lucius AmMBIviusS. 2d Century B.c. Roman, 

WALLACK, JAMWS WILLIAM. 1795-1864. Bnglish. 

WALLACK, JOHN Lustpr. 1820-88. American. 

WALSH, BLANCHE. 1873- . American. 

WARFIELD, Davip. 1866- . American. 

WILKS, Ropert. 1665-1732. Bnglish. 

WorrincTon, Mar@arnt. 1720-80. Hnglish, “Life and Adventures of Peg 
Woffington,” 2 vols, 
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SELF CULTURE QUESTIONS 


BY A. A. STANLEY, 
Director University School of Music, Ann Arbor, Michigan, 


How would you define the result of general education? (p. 21. 
Give some instances of art training in manufactures. (p. 22, 

What are the sensuous elements in Art? (p. 23.) 

vers ae we mean by regularity, symmetry, and harmony, in Art? (pm 


. What was the essential feature of Greek Art? (p. 26.) 
. What was the main feature of Indian Art? (pp. 5 


6-29. 
With what was Egyptian Art most concerned? (p. 28} 


- In what did Persian Art differ from that of Assyria and Chaldea? (p. 28.) 
. What is the chief object of Christian Art? (p. 29.) 
- How does Ruskin distinguish between Real and False Art? (pp. 29-31.) 


What do your understand by Great Art and High Art? (pp. 31-33.) 
When does Manufacture become a Fine Art? (p. 33.) 


. State briefly Mr. Ruskin’s views on Machinery and Art. (pp. 35-36.) 


Contrast the views expressed by different writers in this volume on Pho- 
tography and Art. (pp. 36-37-52-58 and 75-76.) 


- In what way has religion affected Architecture? (pp. 29-43.) 
. Name some of the chief Arts which have flourished under the impulse of 


religion. (pp. 48-44.) 


. What was a chief influence of the Church upon Music? (p. 45.) 

. What is the meaning of the Arts and Crafts movement? (pp. 47-51. 

. Why is a knowledge of Art a necessity rather than a luxury? (pp. 51-52.) 

. What do you understand by tke language of Painting? (pp. 52-68.) 

. What is it that lies behind the language of Painting? (pp. 59-68.) 

. What may be accepted as a general definition of the highest aim of Art? 


(p. 6 


8.) 
. What is an Htching? (pp. 68-75.) 
. What is a Dry-point? (pp. 68-75.) 
. How does the printing of an Htching differ from that of Wood-euts and 


Letterpress? (pp. 68-75. 


. What is meant by “States” and “Proofs” of an Htching? (pp. 68-75.) 
. Name one of the chief important functions of the Photograph. (pp. 75-76.) 
. Name the chief Paintings by Michelangelo in the Sistine Chapel. (pp. 


79-85.) 


. Describe briefly the principle of Photography. (pp. 85-90.) 
. What is the chief difference between a Half-Tone and a Photogravure? 


(pp. 90-93.) 


. What is the difference between a Lithographic picture and the Color Plates 


in “Self-Culture’’?? (pp. 93-95.) 


. What is the principle of the Moving Picture? (p. 97.) 
. What were the chief lines along which the Greek Sculptors worked? (pp. 


104-118.) 


. What is the main difference between ‘the statues of Greece and those of 


Ancient Egypt and Assyria? (pp. 104-118.) 


. The same principle lies behind the language of Sculpture and that of 


Painting. What is it? (pp. 104-118.) [Compare Questions 20-21.] 


. What is the Laocoén? (p. 118.) 

. Name some of the chief Sculptures in the Capitol, Rome. (pp. 121-122.) 

. What is a distinguishing feature of the work of Thorwaldsen? (pp. 123-128.) 
. Enumerate the great styles of Architecture, and mention briefly their leading 


characteristics. (pp. 130-135.) 


. Name some ways in which Architecture reveals the spirit of the different 


ages, and of the peoples which produced it. (pp. 141-156.) 


. What have you learned about the influence of materials on expression in 


Architecture? (pp. 141-156.) 


. How is Modern American Architecture expressing the spirit of the day? 


(pp. 141-156.) 
ee ° the Arts of Poetry and of Music possess in common? (pp. 165- 
What have you learned of the power and influence of Music from the 
intellectual and the religious point of view? (pp. 167-177.) [See also 
Questions 15-17.] 


. Name some of the departments of American Folk-Song. (pp. i 77-182 and 


183-189.) 


. What do Buropeans recognize as our National Air? (p. 182.) 


What is the origin of the tune of “The Star-Spangled Banner? (pp. 182- 


183. : 
What is the chief influence underlying the true negro Plantation Melo- 
dies? (pp. 188-189.) 
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. What is the chief value of Piano Playing Machines? (pp. 191-196.) 


What danger may result from too much reliance on Piano Playing and 
Singing Machines? (pp. 191-196.) 


- What is the foundation of the Art of Beethoven? (pp. 196-208.) 
- How does Arthur Symons compare the work of Beethoven with that of 


Mozart? Of Wagner? (pp. 196-208.) 


. What does Wagner describe as the ground of all human Art? (pp. 208-220.) 
. How does he explain his position? (pp. 208-220.) 


ae 330.) ° two-fold origin of Modern Drama according to Wagner? (pp. 


- Name twelve famous Classics for the piano. (pp. 220-245.) 

. What is meant by a “Well-tempered Clavichord’? (p. 221.) 

. What is the meaning of “Inventions” as used by Bach? (p. 221.) 
. Name three famous Violinists. (pp. 220-245.) 

. Name two famous Composers of Music for the Flute. (pp. 220-245.) 
. Name six famous Song Writers. (pp. 246-251.) 

. Name three well-known teachers of oe Method. (pp. 246-251.) 
. Give a definition of a Drama. (p. 257.) 


one dramatic idea involves theme and object : give illustrations of each. (p. 


. How does a perfect anecdote resemble the drama? (p. 263 


3.) 
“The drama embraces all the arts.””. Why and — hig this? (pp. 257-265.) 
5.) 


- What is the prototype of gay pe: pans (p. 

. What is a ‘Miracle Play’? (p. 

. When was the sacred drama cent no England? (p. 265.) 

. Describe the play of St. Nicholas. (p. 6.) 

. What are “Mysteries”? (p. 266. 

. How was their representation financed? (p. 266.) 

. How did the acting of these plays pass from clergy to laity? (p. 269.) 
. When did they cease to be popular? (p. 269.) 

. When did women first appear on the stage?. (p. 270.) 

. What were the “Moral Plays’? i on 

. When did they go out of fashion? (p. 2 

. What were the “Pageants,” or “Maske? “(p. 273.) 

. What were the “Interludes”? (p. 273.) 

. Name some of the earliest pre-S akespearean Comedies. (Bp. 274.) 

. What was the earliest English Tragedy? (p. 274.5 

. Who were the most famous immediate predecessors of Shakespeare? (pp. 


274-275.) 


. What are the Five Great Dramas? (p. 277.) 
. How does the drama teach? (p. 278.) 

. Describe the Grecian Theatre. (p. 281.) 

. How can the stage be made an Hducator for young folks? (p. 286.) 
- Describe the Boston Experiment. (p. 289.) 

. How can the stage be described as an Educator in Ideals? oe 290.) 


What are the chief features of the best loved dramas? (p. 2 


. Why are lessons learned in the Theatre remembered more ay than in 


any other way? (p. 293.) 


. What does Shakespeare say of “the purpose of playing’’? (p.. 294.) 


What are some of the eeetences between English and American audiences 
in the Theatre? (p. 


. What is meant by ogee tee a part? (p. 297.) 
. What are the two movements indicating the progress of the Drama in 


America? (p. 2 


. Why may Duse be 8S hea the greatest actress in the world? (p. 308.) 
. Compare her acting with that of Bernhardt and Irving. (p. 304.) 

. What is Pantomime? (p. 305.) 

- How does the art of dancing symbolize life? (p. 


7.) 
What was the earliest attack on the English 308) . (p. 308.) 


‘ What were the grounds of this attack? (p. 


THE BEST BOOKS 


ON PAINTERS AND PAINTING—SCULPTORS AND SCULP 
TURE—ARCHITECTS AND ARCHITECTURE—MUSIC 
AND MUSICIANS—THE DRAMA—GREAT DRAMA- 
TISTS—ACTORS AND ACTRESSES 


BEST BOOKS ON PAINTERS AND PAINTING—GENERAL,. 


BgaLu, Mrs. N. R. BH. An Hlementary History of Art. 
Representative Painters of the 19th Century. 
Bouton, Mrs. S. K. Famous Huropean Artists. 
BRINKLEY, FRANK. Japan: Its History, Arts, and Literature. 8 vols. 
Bryan, MICHAEL. Bryan’s Dictionary of Painters and Engravers. 5 vols. 
Buxton, H. J. WiLMot-, and Poynter, BH. J. German, Flemish, and Dutch 
Painting. 
CAFFIN, C. H. How to Tell a Good Picture. 
CAPART, JHAN. Primitive Art in Hgypt. 
CarRR, J. W. C. Papers on Art. 
CHAMPLIN, J. D., and P»RKINS, C. C. Cyclopedia of Painters and Paintings. 
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quoted in inverted commas. 


Actors, a group of famous 
A COTES eee io gee SC ONES 0 250 
and actresses, best biog- 
A ballad of heroes TAPHICS hase else axe Peo einen ee O 422 
Austin Dobson...... crete seisjaecion 134) SOME) STEAt. selene neces 10 411 
A B C of motoring, the Norz.— This is not, of course, a com- 
SIR US Car aisretiete, sss) etopevelciatelecors 6 116 plete list of famous actors and actresses, 
A book of verses underneath It is intended to serve as an introduc- 
the Doughesccoccocerecore tesvee 77 | tion to the vast field and to furnish a 
AD Christening. 6). <c\.esicie aici civ ss ees9 344 | series of fingerposts to those who would 
A courageous act (illus.).........3 95 | acquaint themselves with the lives of 
A dissertation on roast pige.....--9 363 these famous men and women. 
A fair girl was sitting in the Abington, Frances 
green wood shade.....+..e++e0% 55 Esopus, Clodius 
A land full grown among the Alleyn, Edward 
ROEOty Of COTE Were «c's cies o siecsiclovsers Dues Anderson, Mary 
A land of youth, a land of rest..& 265 Anglin, Margaret 
A little move towards the light..9 30 Aristodemus 
A milkmaid who poised a full Arthur, Julia 
pail on her head........+se00+ 9 275 Ashwell, Lena 
A peasant stood benane a king Baretta-Worms, Blanche Rose 
ONG SGV eo aeio aici acaroors. 9 266 Marie Héléne 
A song for old Yale Barrett, Lawrence 
NRE OM D Glare rcicrete ois is aie ejeraie O73 Barrymore, Ethel 
A eae to the oak, the brave Bates, Blanche 
Nel Can i GANG AED UD DO UGCOO OS 9 103 Baron, Michel 
A steed, a steed of matchless Bathyllus of Alexandria 
SPCCU fosreneateroia\s cisieieiseleiais sie Aoki ae 3 Bernhardt, Sarah (Bernhardt, Rosine) 
** A syllabus of civics’ Betterton, Thomas 
Ee BOVMOM do ccielac) sins ne ety GOd Bloodgood, Clare Sutton 
A walk (words and fusic). SDAA LL 246 Booth, Edwin 
A wet sheet and a flowing sea Booth, Junius Brutus 
Allan Cunningham........ seein 200. Boucicault, Dion 
AzsBey, HENRY Bracegirdle, Anne 
What do we plant......... 4.9) 105 Brandes, Johann Christian 
Abbreviations used in business...5 197 Burbage, Richard 
Abou Ben Adhem, Leigh Hunt... 245 Burton, William Evans 
Abou Simbel, tomb of (illus.}....8 75 Campbell, Mrs. Patrick 
Absence, W; S. Landor.......... 9 40 Carter, Mrs. Louise Leslie 
Abt-Franz 5 246 Cibber, Mrs. Susannah Maria 
Accidents, help AD NCASE NOW a a arel al ets G; 232 Cleander 
a) Accounting and business Clarion, Mlle. Claire Josephe 
practice ” Leyris de la tude 
J. H. Moore and E. H. Miner..5 183 Clive, Mrs. Catherine (Raf- 
Acting jcharadesies. « c)sis's = sjorereeisie.+ = 6 258 tor) 
rambo ta ereteistaete cue nies 6 243 Coquelin, Benoit Constant 
rhymes, game........-... G 246 Crane, William H 
Action songs, S€€..-.++-++e0+24.-L 224 Cushman, Charlotte Saunders 
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Actors and actresses (continued) 


Daly, Arnold 

Davenport, Edward Loomis 
Davenport, Mrs, Mary Ann 
Dejazet, Virginie 


Drew, Mrs. Louisa (Lane) 
Hunt Mossop 

Drew, John : 

Dumesnil, Marie Frangoise 
Marchand 


Duse, Eleonora 

Elliott, Maxine (Mrs. N. C. 
Goodwin) 

Eytinge, Rose 

Faucit, Helen, afterwards Lady 
Martin 

Fechter, Charles Albert 

Fiske, Minnie Maddern (Mrs. 
Harrison Grey) 

Florence, William Jermyn 

Forest, Edwin 

Forbes- Robertson, Johnston 

Garrick, David 

Gilbert, Mrs. Anne (Hartley) 

Gilbert, John Gibbs 

Goodwin, Nathaniel C. 

Gwyn, Eleanor 

Hackett, James Henry 

Hare, John ; 

Harned, Virginia (Mrs. E. 
H. Sothern) 

Harriott, Mrs. Clara (Morris) 

Irving, *Sir Henry (Henry Brodrib) 

Irwin, May (Mrs, Otto Eis- 
feld) 

ames, Louis 

efferson, Joseph 

ordan, Dorothea 

ean, Edmund 

Keene, Lawrence 

Kemble, Frances Ann 

Kemble, John Philip 

Kendall, Mrs. Grimston, Mrs. 
Margaret Bruton (Robert- 
son) 

Lafond, Pierre 

Lecouvreur, Adrienne 

Lambert, N 

Leplain, Henri Louis 

Lemaitre, Antoine Louis Pros- 
per (known as Frederic) 

Lutz, Mrs. Laura (Keéne) 
Taylor 

Lorraine, Robert 

Lotta (Charlotte Crabtree) 

McCullough, John 

Mackay, F. F. 

Macklin, Charles 

Macready, William Charles 

ee Mary (Mrs. J. K. 
Hackett) 

Mansfield, Richard 

Mantell, Robert B. 

Marlowe, Julia 

Mars (Monvel, Mlle. 
Hyppolyte Boutet) 

Mathews, Charles James 

Modjeska, Helena (Mme. 
Chlapowski) 

Molé, Frangois René 

Morris, Clara (see Harriott) 

Monvel, Jacques Marie Bou- 
tet 


Anne Francoise 


e 
Myniscus of Chalcis 
Neilson, Lilian Adelaide 
Nethersole, Olga 
Nicostratus 
Oldfield, Anne 
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Actors and actresses (continued) 
Polus of Agina 
Pritchard, Mrs. Hannah 
Rachel (Felix, Elisa Rachel) 
Rehan, Ada 
Rejane, Mme. 
Ristori, Adelaide 
Robinson, Mary (known as 
Perdita) 
Robson, Eleanor Elise 
Roscius, Quintus 
Salvini, aor aie 
Salvini, Tommas 
Siddons, Sarah (Kemble) 
Skinner, Otis 
Smithson, Harriet Constance, 
(afterwards Mme. Berlioz) 
Sothern, Edward Askew 
Sothern, Edward H. 
Stoddart, James Henry 
Sullivan, Thomas Barry 
Talma, Francois Joseph 
Tarlton, Richard 
Terry, Ellen Alice 
Terriss, William (Lewin, Wil- 
liam Charles James) 
Tree, Herbert Beerbohm 
Turpio, Lucius Ambivius 
Wallack, James William 
Wallack, John Lester 
Walsh, Blanche 
Warfield, David 
Wilkes, Robert 
Woffington, Margaret 
famous modern (illus.)...10 
Actresses (see actors) 
Apam, A. 
Du Nirnberger Puppe, 
SHOT BOLT ci dik cstecoridinil wmeetahete 
The postilion of Longjumcan.10 
AvaMs, Mrs. Assie E. 
Obedience the highest form of 


PAatrIOLISNA Wi a/s,. celeste steelers tasers 5 

_ (partn. aie.ccutewmelee emcee 5 
Apams, J. Q. 

Edward Everett...... sg cane i 

On the Bible; s vacc0. Sale eeieraie tate 1 


AvDISON, ‘JOSEPH 

The spacious firmament on 

AMD, Tayera hie ake cata tarebare ay 0 rete 

Adjectives, game of.............6 
ADLER, Pror, FELIx 

The value of the fairy tale....2 
Be TEAS. college training 

OF Lik abort e eateries trs.¢ a aaah 


Her oninncs, ups etc.—No. 1 
Cilkus. ) 


Africa, Livioyetoee and ‘Stanley. i 
1D) Binveces wacen Vesiecnuncontes 


African fairy tale, The king’s son.2 


Agassiz, Louis 4. Guyot . ...... a 
CUS.) S's sales hein eee v 
Aggo-dah-gauda and the king 
OR tHE) DUTALIOES to..« iias eleroteimiere ee 2 
Aghadoe, John Todhunter........ 9 
Agricultural machinery 
AL SSIOMS CV ieciashioae siaavelaie: oe 
Agriga rare as a career 
: Wi Batley ’..'icaea ss 31, wivyelgraice 
Ai SS enaper, bee Lye ve aile eae 5 
fee Bods Harrington See biele Sain 


Ah, how sweet it is to love 

John Dryden .... oe ae 
Oh, what avails the sceptred 

TOCEN Voss acsewa aieib sicinteleteluns/siuin 9 
Airplane (see also Aeroplane) . - « 4 
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Ahab Mohammed 
ESM A CLOT eae ea aentetel eis 'esSatatark cD 


Aidan Storysloti. seaiesrcteercicelele 6 10 
ARKEN, J., and Barsautp, A. L. 


““Eyes and no Eyes”........1 


Travelers’ wonders.......1 

Air, the bird in the 

POL ELC SLOT oiw’ o's cia cerstaye asia (6 3 
PAIS) VOUT SIAtONAL vialeroielsie sieiaicicieie LO 
Alabaster cave \ 

T. M. Hutchings.. 
Silardea ive seks. orstatela aie 
Albany convention, tHE siete sige ie. 
ALEXANDER, JOHN 
oe The beginning of balloons....4 

ice 

W. M. Chase Cillus.).........10 
All are architects of fate....... 5 
All are not taken....... areletenerene 9 
All holy influences dwell 

WHIM cscccceceserscriene ete si 
All in the April morning.......-+ 9 
All through the night (words 

and music), C. Standish....... 1 
Aten, P. L. 

‘Marching song.......+sses--ee- 9 
ALLINGHAM, WILLIAM 

The. fairies. .... 5. AIO ECB OIOKR 


Atma TapvEeMA, LAURENCE 

Battledore and shuttlecock 

(illus.) 

Almond blossom 

ISTP EAT WONG s stelatorcielsieisale) vials 
Alpine scenery (illus.)...........8 
Althea, to, from prison 

R. Lovelace ... 
Always merry (words ‘and music) 

Geritiatiiire sive aitiawie ater sie ltlecae sheyaisys 
Always merry, biythe and gay..1 
America, early Spanien discov- 

eries in 
to England 

Rev. Minot J. Savage.. 
American architecture.......... hi 


Pe ee ee 


9 
0 
Serv MUUITS lp. etovoresstiole stots 10 
ee biographical series”’......7 
oh bookmen ” 
M. A. de Wolfe Howe........7 
bridges 
at WAUAGIAS VET sc eiets éle'e so 0'e olv 
citizen, The” - 
re Tap Ole wen wes Bi tearecatetste 4 SONG 
se crisis biographies ”’ 
E. P. Oberholtzer...... Sasanters va 
history, ideals of..... SOG 
Indian fairy tale, the 
king of the buffaloes.....2 
Indian legend, the star 
WAITED: tyepereiovsic. t's aeietvsves eae 
Indian legends, the 
fed\ childreni) i... pate ederapace, 
INVENTOLS 2 cceieisie Abvare sec ovara yee 
music 
A. Farwell ....... wtieise's ...10 
responsibilities 


BrOfiy deeds eg A aber 
Among the beautiful pictures....9 
AmstutTz, N. 

How the illustrations in Self’ 

Culture were made 
Amusement of children 

Mrs. T. W. Birney ..........4 
Amusements for the home.......6 
An elegy on the glory of her 

sex 

0. Goldsmith 


SHG OUE ROOT. 


266 
3IL 


169 
194. 


334 
182 


315 


210 
gi 
64 


218 
141 


224 
172 


70 


251 


148 
137 


193 


222 
222 


32 
I51 
148 
139 
364 
389 
304 
369 


137 


39 
42 


48 
278 


177 
386 


95. 


85 


56 
239 


258 


Ancient, man y.tdusiaisse sites a ester 8 
And are ye sure the news is 
UALR RAIA OO IO CROAT COM ee: 9 


And is there care. in Heaven?...9 
ANDERSEN, Hans CHRISTIAN 


The nightingale...... elke clatiieiatsan 2 
Anperson, C. L. 

March in Bh major........... 1 

Raindrops: J. itsoeees Gece eae 1 

Rhythmic music........ Wlericen oe 

Trotting, running, etc., 

IROTSES) tiene aisesa avon eretorosaraeretete eu 
Anderson, Mary (portr.)....... 10 
Andes, the Peruvian 

ANG ALENZG \ << iieeiee ere nee tate 4 
ANDREE 

Brettyar Pigeons arctan mee 1 
ANGELL, Prest. 

On business training.......... 5 
AT pet wits ee Bias chavs oko eyaeaters 5 
Animal conscience...........0 ..3 

development, wonders 
Oia celle cttel sien arsine teens ....8 
stories and natural 
HISLOY emielac ascites BOPou3 
Animals and plants, records ~ 
ROL rater ase wcad ej Slo aisle okey mea Acts) 
Arctic turning white 
Tey GV Ode ere tae atslera a sieteraiee 


coloration of 
EIS SOAER CEU NS otctevela eine cerale hee 
I have known” 


73 


: kindness to. Sica nes 
» mental ca acity of 
TRS Wal Oriadas y 
of Australia, curious 
Ave ET. “Beananamne seweh ise one, 
of South America, 
curious 
A. H. Beavan . 
Annapolis convention, the ACO RRE 7 
ANNESLEY, CHARLES 
Stories of the standard 
operas Riles sieve torereren 
Ant eater Gili WA Geis ae eke one: 
lion, the 
C. J. Maynard 


0 
3 
Anthony Van Corlear............9 
Anthropolggy 3. <c:cccielsss cls: Melenciene 8 
Anthropometrical charts..... elsie ae: 
Ants and their honey cows 
3 
Ct) 
ct) 
8 


of 

i= 

oO 
ant 


illus.) 

AppLeton, T. G. 
MAE VASItg tO CIAL TIA cm/s vslavenetnfaeioi's 

Appomattox 

Veo LLU DISC Tole cs eivisiais,sieholeiete 9 

A preaching match at,Tillietudlem. 9 

April, April 


William Watson. ....ceeeeeeee 9 
Arabic fairy tale, Persevere and 

PROSDERER eerie ial esatovecerary mtatala eye - 
ene day, poetical selections 
Rech Of brajati head asic cia 10 
ArcHsotp, J. D. 

On success in business..... ae 
Archery 

EB; MEGS OM bata wiigole iota oie ei 6 
Architects and architecture, the 

DEsts DOOKSHOttereicteen sistessiavoncusceyes 10 

some great and their 
FAMOUS! WOLKE aii bie s.ctélo a) aietasa 10 
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Architects (continued) 

Notre.— This is not, of course, a com- 
plete list of famous Architects, nor is it 
a complete list of their works. It is in- 
tended to serve as an introduction to the 
vast field and to furnish a series of fin- 
gerposts to those who would acquaint 
themselves with the lives and works of 
the great masters. 

Adam, Robert : 

Alberti, Leone Battesta degli 

Alessi, Galeazzo 

Barry, Sir Charles 

Bernini, Giovanni Lorenzo f 

Bono, Bartolomeo di Giovanni 

Bramante (Donata D’Agnola) 

Brunelleschi, Filippo 

Bulfinch, Charles 

Bullant, Jean 

Buonarroti, Michel Angelo 

Burges, William 

Chambers, Sir William 

De VOrme, Philbert 

Eliot, Charles 

Emery, Matthew Gault 

Gambarelli, Bernardo di-Matteo 

Gibbs, James 

Ictinus 

qonee. Inigo 

emp, George Meckle 

Keyser, Hendrick Corneliszoon de 

Mansard, I A 

McKim, C. F. 

Palladio, Andrea 

Pugin, Augustus W. N. 

Richardson, Henry Hobson 

Root, John W. 

Sangallo, Giuliano de 

Sansovino, Giocopo Tatti 

Schinkel, Karl Friedrich 

Scott, Sir George Gilbert 

Semper, Gottfried 

Smirke, Sir Robert 

Soane, Sir John 

Street, George E. 

Vanbrugh, Sir John 

Vignola, Giocomo Barozzi da 

Vitruvius, Pollio 

Waterhouse, Alfred 

William of Sens 

William of Wykeham 

Wren, Sir Christopher 
Architecture as a career 

Vee OONY CH wre accra stat aielorelalsinas 5B 234 
early American (illus.)...10 139 
——— influence of the Church 


Ot oenefatlnia tia: ahacalsinv cetorreie kt 10 39 

modern American....... 10 148 

the great styles of...... 10 130 
Arctic animals, how they turn white 

Tas LV GRO a veiavors sceleitieipininisig xo 3 223 
BY explorations ”” 

Elisha Kent Kane, U. S. N....4 252 

regions, Christmas in..... 4 252 
“y researches ”’ 

(ORE lead » (Peete RS ah aos Saget c 4 2590 
Argilius, and the flame king...... AE 
Argonauts, the... 0.000. ss nesses 2 206 
Arithmetical amusements......... 6 253 
Ark, the, yard NOan sen sate ete entree 1 295 
Armada, last of the (illus.) 

Eancelor Speed... act sninecmistieins 9 149 

the 

Lord. Macaulay. tic .e,e «sissies 9 249 
PAGINACIOY GILIS.)). cm aieters a asia seal ateTy 3 151 
Armstrong, S. Chapman 

The Atlantic Monthly..... eegh te) Ree 
ArNoLp, EpwiNn 

Almond Blossom......... cease. TAS 


ARNOLD, MATTHEW 


PHilOmelat ye ois sielecieisianesiclereiat se) 
Wihat Vis poetry ris cic om sie, e1e1e Pereyes 3) 
ARAH L, 

Tertrodtictiom: Wise ies aisisteisvats lore sate 1 

Arredondo sparrow hawk, the 
Ti Gras 1 C OFS ONE Neieio) een isla sh cme as 3 
Art and machinery i.)-i:<0 cle ste ale 10 
and manufacture........ 10 


education the true indus- 
trial education 


Wee AL TFLOTGAS, EE Sel oe si atoinl 10 
OF USES! Chex cicterieleice 1 
of seeing things 

John BUrrougns...cdsccacccees 3 


study, the object of.....10 
teaching of John Rus- 
) ibs tees OA RC aE 10 
the nature of, Ruskin 


WIN 7h a tie en gage tc meraroe ahalasele 10 
Aphis eval ice Cas) sravaieuataler a eats 10 
Axton’ WK ees lereraste en ala eye elnntets z 


ArTISTSs, EXAMPLES OF WHOSE WoRK 
GIVEN IN SELF CULTURE 
Bennett, Harriet M. (English) 
Bonheur, Rosa (French) 
Borckmann, A. (German) 
Breton, Jules A. (French) 
Brown, J. G. (American) 
Jones, Sir E. Burne (English) 
Chase, W. M. (American) 
Cipriani, A. (Italian) 
Correggio (Italian) 

Faed, Thomas, R.A. (Scottish) 
Fildes, Luke, R.A. (English) 
Ferris, L. G. (French) 
Gebhardt, Carl (German) 
Geréme, L. C, (French) 
Hamilton, W., R.A. (English) 
Herrmann, Leo. (German) 
Herterich, L. (German) 
Hiddeman, F. (German) 
Hogarth, William (English) 
Homer, Winslow (American) 
Hume, Edith (English) 
Inman, Henry (American) 
Kaulbach, Wm. (German) 
Kendall, W. S. (American), 
Knaus, Ludwig (German) 
Laccas, (French) 
Lawson, Lizzie (English) 
Leempoel, Jef. (Dutch) 
Leisten, J. (German) 

Lely, Sir Peter (English) 
Leutze, E. (German) 
Loveridge, (English) 
Hyppolyte, Lucas (French) 
Macullum, H. (English) 

Maes, T.. J. (Dutch) 

Merrill, Frank T. (American), 
Millais, Sir John (English) 
Motte, H. P. (French) 
Murillo (Spanish) 

Naujok, C. (Norwegian) 
Hoyen, Nishamaya (Japanese) 
Palmaroli, Don Vincente (Spanish) 
Pearce, Chas. Sprague (American) 
Pfannschmidt, C. G. (German) 
Picknell, W._L. (American) 
Pinwell, G. J. (American) 
Raphael (Italian) 

Reynolds, Sir Joshua (English) 
Richler, Gustav (German) 
Rico, Martin (Spanish) 
Roberts, Leopold Louis (French) 
Robinson, C. (English) 

Rosen, (German) 
Sonderland, F. (German) 
Spangenburg, G. (German) 


ARE 


eal 
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Artists (continued): 
Stanfield, Clarkson, R.A. (English) 
Stewart, E. G. (American) 
Tadema, Laurenza Alma (Dutch) 
Thumann, Paul (German) 
Troyon, Constant (French) 
Truesdall, G. S. (American) 
Turner, ie M. W., R.A. (English) 
Marcke, Emile Van (French) 
Volk, Douglas (American) 
Lasch, von (German) 
Von Bremen, Meyer (German) 
Weber, Th. (American) 
Weisz, A. (French) 


Arts and crafts movement, the.. #0 
theta eirecre siereiereielste sleletats 
As beautiful Kitty one morning 
COBDS = CLIAP LULL « isiasi ches: a1 eka'eleialsie| hole 9 
As I was walking one fine day...1 
As Joseph was a-waukin.......... 9 
As ae dada life’s journey 
CYA US HAD in ORIG DOO eR On ODS Cd 5 
As theo? the land at eve we went 
Alfred Tennyson....cesesesess 9 
Ashby 
Tous Reuben Thompson........ 9 
Asia, central....... ae eo eratlose cia sucee 4 
travels in..... tere leieierteieiave 4 
Astronomy, the wonders nih 
A, PHICE se. sesveseee Cube 
At home in Fiji 
C. Gordon Cumming.......+ 4 


At midnight in his puarad tent..9 

At mother’s knee.......... 

At Plymouth rock, a handful of 
OTGUE SOULS ei0:< o'eie #:0)e'0/0reie\ #/0\4.0)01 Si 


At=work or Gb play. cc .eccccseens 5 
Atalanta, the story of........... 2 
Atbara’ bridge, the. .... 050-5... 4 
Athena (illus.)........ ..10 
Athletics for women............ 5 
in the schools 
DAs Ss LTGDEF wis\sia.sie1s ecko seo. 6 
SCHOO luvs cicrerwisierere eielaye areveisvens 6 
traci and! field')ccccssces 6 
Arxinson, A, M. 
On success in business........ 5 
Atlantic cable, Cyrus Field and 
Tiled delsdaieee crake brea ore olele alan et vg 
story of the 
Cyrus West Field.......+se+s 4 


Attack on the English stage, 

the earliest 

John Northbrooke........++++ 10 
Attend all ye who list to hear....9 
Atwater, F. 

On success in business......... 5 
AUBER’S 

Balto in Maschera, story of...10 
Ae Domino Norr, the ee 

1 


of 

La Muckle de Portici, 
the story of 
Audubon, J. J., as traveler and 


Lady Anne Lindsay........... 9 
Aurora, wonders of the......... 8 
AusTIN, ALFRED 

PROP EMEEI Is > cralalatainietaletocialesninrersnere 9 
Australia, curious animals of..... 3 

curious aon of 

A. H. Beavat....ccccccssessee 3 


255 


297 


Automobile, care of the 


VOUS aaatsseleelemisiieiaie sate aie aie 6 
LIGEtLe Ass siearcte a cielelate 6 
evolution of the.......... 6 
race, the Vanderbilt 

TOG: (AUuS2) ese lieecererorce 


Autumn, poetical selections for...9 
Avalanche, an 


George Cheever, D.D.........+. 8 
AVEBURY, LorD 
See Sir John Lubbock 
UNSCA EHO MIOIASS 7,01) sc feraverelorelatereicias z 
B. 
Baby dear, baby dear....ssceeee dh 
Baby May 


W. C. Bennett... 


Baby Moses, the... ee 
BACH, SAG ie hives ese weve 10 
—— compositions of .10 
Chieti wOrks)\ .!/scesiciere ata 6 6 10 
Badwlanewace, a wewicclvs ¢ or sere Sines, 
Bagatelle, “came: O£ssccsess a0 ee ee 6 
Baitey, L. 5 
On agriculture as a career..... 5 
Barn, H. R. Nisser 
PPE UPIECE VOL MLVETcreile\screleisteveclors 2 


Baker, Jas. H., M.A., LL.D. 

The modern gospel of work....5 
(portr.) 
Balder the beautiful 

Hy - Wee Longfellow. cc:cesic's cases 2 
Pes StOLYs Ole aineiciocricciies Z 
Batpwin, DanieL Pratt 

The open vision for young 


(portr.) 
Ball, Mary, mother of Geo. 

Washington (illus.)............ ve 
Ballachulish (illus.) 

IROSGe:BORNEULS Terciesieietae oleloie etre 9 
Ballo in Maschera (Auber’s), 

story of 
(Verdi’s), story of....... 10 
Ballooning 

Roy Knabenshue....sccscccse-- 
EETNT ST) ete even Gere beer eee 
Balloons, the beginning of 
Batitov, Matrurin M. 


The discovery of Cuba......... 4 
Bancroft, George 

Samuel Sweet Green......+...- ve 
Banking, college training for..... 5 
Banks of the Adige (illus.) 

WCRI: BISCO RE IR CEO ea Ct 10 
BarBautp, ANNA L. 

Order’ and «disorder. .). 0.605 6.0 1 

AND AIKEN, J. 

Byes and no [eyes.iicec.ces secs 1 

Travellers’ wonders............ 1 
Barber of Bagdad; thes... vs. oa 5 
Barbiere di Seviglia, story of....10 


Barinc-Goutp, Rev. SABINE 


Now the day is over.......... 9 
Barnes, JAMES 

Davids Ga sParragut..:sic cicvevete see. v4 
Barrymore, Ethel (illus.)....... 10 
Baseball 

AG Ger S Pala oats nveinne eiereisvele cic 6 

(GCUNITED) ik SPE INIA rac emb onion c 6 
Basilica, the, of St. Peter’s 

Fo ere (a) tes Ch PUN eyeeene HIER ed LO 
Basketball 

FOSHINOSINATHES sale uveleinia seldis Cressi 6 

at -Wellesleysiicesisre veces 6 
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Bassrorp, H. 
On training for newspaper 
WODLET swiss 9.9.0 jailer, terme le Morte 


GpOrtray to verds neieseve vers pas 

Battle nein ‘of the Republic 

Julia Ward Howe.......+6. sare 
Battle of Blenheim, the 

We, SOW DIEY sino kale sara tate dguatepevoleie 
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Ar SVAUla p29 | Ok vate ate wate e16,sllets BS 394 
Civil duties...........6.-++.-- ..D 22 
Civil engineering as a career 

Di Wallard... vies. caine Aono uacat B 234 
es government ” 

Toh ashes). see cai eeiaratatys § 5B 361 
ME LGTY erste) eval sie aitLa cieetarei el eeleunte tert 5 62 
Clarke, William GL SS) oe piwia ersis ote ZT 365 
Ties Sir Caspar Purpon, 

a, 

Introduction to Vol. X....... 10 wW 
Classic songs, song writers, etc..10 246 
Classics for piano, etc., a brief 

CabhYatouen 60 peepario. Wracicey Wyo Santnice 10 220 
Clay, Henry 

Daniel Mallory...cseserses elelereid'sn Cha 
Cl earliness \. .ioie siesta atalete™ nie Bees 5 ar 
Clear the way for old Wisconsin 

HR dR Rae Cpericinte Rstietaia teeta 
Clementi Ministc mens pune eine ae «--10 226 
‘CLEMENS, S. L, (Marx Twain) 

The “Dag Manal.icss ces es civtoacieee E202 

New England weather..........9 376 
Clews, Henry, on success in 

DUSTHESE” Santarcieicnce cess is pvecwtene +5 265 

COOGEE) wctoreiates ab taits, ide +.-6 265 
Cuirrorp, Moir LEE 

A monkey’s home...iesssccces 3B 54 
Clonmacnois, Ireland (illus.)..... 9 149 
Close his eyes, his work is done..9 239 
Cloud, the 

P. 8: Shelley, cae urea aee 9 105 
Cloud formations Cillus.).-......8 367 
Clouds, rains and rivers 

Prof. John Tyndall. . seein. 13060 
Ciovcu, Artuur Hucn , 

Say not the struggle naught 

availeth 6 ..e ecles CRGiis ates se 26 
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Clover (words and music) 


Caro” Snore. ss vascien see pce 2go 
Crow, F. R., Pu.D. 
The elements of commerce....5 294 
Crymer, W. B. SHuBRICK 
Assn Cooper...) ater Boron. ark 
Cobb’s Islands, birds of 
SUGs PCArsSON...< oissienjcicisiienteee mecOO 


‘Coffee house at Cairo (illus.) 

L. C. Gerome... oisiaeia) a soe ann SS 
CoLeripGE, HartLey 

She is not fair to outward 
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VEY pact basalt Sarton Soceouen 9 229 
COLERIDGE, SARA 
Sleep, “aay “babe... < sais ureters «OL ZOO 
CoLeripGE, S. T. 
(Rebla) SK RAR Ss ic:c\c.ai eves viev6id'eca'si a me eA 
What is poetry?.............. -9 326 
College, on going to 
AS. Draper: LL.D. wo cnidece i eetAs 
SOMES, ersicjetiatons mnietoruratae 9 166 
Davinotan: Harvard, Illinois, 
Michigan, Minnesota, Missouri, 
Williams, Wisconsin, Yale 
* training and the business 
man” 
COB T hing, EE a ates a alalers 5 217 
training for business..... 5 214 
Le widow, the” scene from 
GUSH) Ns aici ereta ete BGC OIScN Retro Cit 275 
woman, the 
Very Rev. E. A. Pace, Ph.D...5 156 
“Collie” of the fog bell 
Os FL SBragd cn «c’cicieewlele selelne nena 
Giles )io a. cs olde et areieae eae 61 


CoLLincGwoop, W. G. 
Ruskin 0m ant. </.o<sic ac exe's «oll Ow a2G 
Cotitins, WILLIAM 


How sleep the brave..........9 209 
Color-plates, how made........ 10 93 
Color, protection of birds by 

FUE. Eckstein <cinsise misrayetss oe 3 343 
Coloration of some animals, the 

R. Lyddeker....... siafsie ala 9 \eheleie 3 203 
Colt,, S: GQortrait) oo. 7. cean.cce soe aaeo 
Columbus, Christopher 

Joaquin Maller. sc.vsdscescase -9 241 

WOVARE Ol. okie clave we acvielint 51 
Columbus Day, selections for...,.. 241 
Column of Trajan, the........ 157 
Come from my first, ay, come....9 189 
Come, live with me and be my 

LORE Ae eleclaiis aise “eietacekclere eintet a 56 
Come, sleep, O sleep, the certain 

knot OF PEGCEN sie ce cle cet siete eZOO 
Come unto these yellow eancy 

Wm. Shakespeare...... wiv bipib a OCOD: 
Comedy, English, the first.......10 274 
Commerce, the elements of......5 204 
Commercial education — old and 

new 

Prest. Charles W. Eliot........5 302 
Common sense 

On iS. Marden......6.00.25...5 139 
Composers and musicians, some 

FAMOUS | 5 cleiwe alate oes. 10 252 


Nore.— This is not, of course, a com- 
es list of famous Composers and 
usicians, nor is it a complete list of 
their works. It is intended to serve as 
an introduction to the vast field and to 
furnish a series of fingerposts to those 
who would acquaint themselves with the 
lives and works of the great masters. 
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Composers (continued) 

Arditi, Luigi 

Auber, Daniel Francois Esprit 

Bach, Johann Sebastian 

Barnby, Joseph 

Beethoven, Ludwig van 

Bellini, Vincenzo 

Berlioz, Louis Hector 

Brahms, Johannes 

Cherubini, Maria Luigi Carlo Zenobi 
Salvador 

Chopin, Frédéric Francois 

Cowen, Frederic Hymen 

Donizetti, Gaetano 

Dvorak, Anton 

Elgar, Edward William 

Franck, César Auguste 

Franz, Robert 

Gluck, Christoph Willibald von 

Gottschalk, Louis Moreau 

Gounod, Charles Francois 

Grieg, Edward Hagerup 

Handel, Georg Friedrich 

Haydn, Franz Joseph 

Liszt, Franz 

Loewe, Johann Karl Gottfried 

MacDowell, Edward Alexander 

Mackenzie, Sir Alexander Campbell 

Mascagni, Pietro 

Massenet, Jules Emile Frédéric 

Mendelssohn- Bartholdy, Jacob Ludwig 
Felix 

Meyerbeer, Giacomo 

Moscheles, Ignaz 

Moszkowski, Moritz 

Mozart, Johann Chrysostom Wolfgang 
Amadeus 

Palestrina, Giovanni Pierluigi da 

Parry, Charles Hubert Hastings 

Purcell, Henry 

Rossini, Gioacchino Antonio 

Saint-Saéns, Charles Camille 

Schubert, Franz Peter 

Schumann, Robert Alexander 

Smart, Henry Thomas 

Spohr, Ludwig 

Stanford, Casts Villiers 

Strauss, Richard 

Sullivan, Sir Arthur Seymour 

Thomas, Charles Louis Ambroise 

Thomas, Theodore 

Tschaikowsky, Peter Ilyitch 

Verdi, Giuseppe Fortunio Francesco 

Wagner, Wilhelm Richard 

Weber, Karl Maria Friedrich Ernst 

Comstock, ANNA BoTsFoRD 


The chickadee........ Sicaiietiaacan GOS 

Self Culture questions.........3 410 

The whitebreasted nuthatch....3 311 

Pheri woodpeckerse <tc sercce.a/e «000 3 303 
*‘ Concerning children ” 

Mrs. CG. “P. (Gilrmativcnces vee. 107 
(Gorin lige AAdacaroe outst os 10 246 

MEG ONCGIACE, co-one Sie stlie: ots) cte s oslareg ers atatece B35 
Confederation articles of 1781— 

YAS) Goce Orb CONTIGO apiatraleeienenae BOO 
MEOIMECSSIOL: oo 1eie)viersiala\e aha cla aisle) ayeha Sp \22 
Congress, the first Continentals: 1.5 398 

legislative powers of...... 5 402 

the second Continental....5 398 
ConcrEvE, WILLIAM 

Extracts from the “ FAC nTe, 

bride ty esas eens cine Pee Oe NAS 

Conjuring tricks, simple eet eretere tr G 257 

Connla of the golden hair.......2 260 

(EULECTAD Br sicrmic re COOe 261 


Conquered banner, the 
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oe Conquest of the air, the’’ 
Se) Alexanders ova: cess suuharave sisoie 


Conscience in animals...........3 
Consequences, game of..........6 
Consolation 
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Constellations, thes os jocicegeaeenS 
Constitution, its provisions....... : 
Vatification “of 2 svdewiencle store 


- the and John Marshall... 
Constitutional convention 1787... 
Contentment 


SATE DIN Cf aja ciersieys, e cre a ecslare ane 
Conundrums, a collection Ofsrercrse 6 
Cook, EL1za 

aD NEM Olds ALM-CMAIT 5: s1c)ecsisial/elareiers 
Cooxr, G. WILLIS 

WiBAt IIS DOCLLY.L so. vicieieiiclsineiere 
Cooper, James Fenimore 

- B. Shubrick Clymer........ 
(POEtES) ile sists 'n eiere sais eietelete 
Cooper, Peter 

Helen Ax Smtthive. oc cjes's cs ee 
(portr.) 365, 
Copenhagen, Thorwaldsen’s 

Gib Acne eis oy 
Coral reef...... OAH ERCODINS OIC: 8 
Corcoran gallery, masterpieces 

ET Oty CIVUS ia har srercgicielese se ieee 
Corelli AG cs ietetectite are Aelasary arate ais nO 
Corn song, the 

John Ge Whittier... cccccceseeD 
CornELIUS, PETER 

The Cid, the story of..10 247, 
Corrective exercises 


7 
5 
9 


acces 


a 


Dr. A. BE. Garland.....:..2...6 
CorREGGIO 

Day (illus.).. i bherer sheared 10 
Cosi fan tutti, the | story Ofs ees 10 
Count each affliction, whether light 

ODIs LEAVE «cine ol ctsverny silale ersvelater’ sieve 
County administration........... 5 
COURAGE is teteiieiers eke sis. e cores Sec ees 
Courageous act, a (illus.) 

Jb ATER RS Dp ODOOE ONOOIBAO HOLS 3 


Course, an outline in morals, man- 


ners and 
Emerson, E. White, LL.D......5 


Court tennis....... Bisierelopeetotarerotera 
Cows, the (illus,) 
Loveridge ..... ae Aeiarerelonete%s ereicie es 


CowreEr, WILLIAM 
On the loss of the “ royal 


George ees Actes settee tale 

Dispute between nose and ag 9 
Crabys thes iwoldenticrc sieves o.csce 0 os aie 2 
Crabtree, Charlotte (Lotta) 

Gillgsae ss ei. Ane saree Al 
Cradle song (music) 

R. Schumann......<- PoPnanet 1 
Grambo, game v OLsnccs< sicasnceteO 
Oratory faba selon ies ste chotetate 10 
CraNcH, CHRISTOPHER P. 

SHOU iGrilte ates cxct acs at necro ch oltatatene pare) 9 


CrasHaw, RICHARD 
Two went up to the temple 
LO!) Pray, sevelieres 


“ Crest of the continent, the ” 
MIME CYSOLL Sacca aejetachalaraerte shies 4. 
Cricket.) (Ciluss))t seiccciteecarelee ere 6 
School weicscsam ale Atha OARS 6 
the charm of 
F. H. Bohlen. eax SOG SESE acer 6 


Croker, T. CroFron 
SPLINS IWALEL sreceie s/chee'eie,siels cele ce 
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21 
188 
200 
262 


262 
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259 
281 
243 
227 


65 


102 
81 
31 
92 
93 
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Cromwell, I did not think to shed 


GW CATs e'a 0 ieswle vie's 0'e.cctelole)s\e/4 a slvie 
Croquet 
Charles Jacobus... 


ME OCT Osa 
Crossvcointry Lidingises.ela + sei wvel-'s 6 
questions and crooked an- 


CroweELt, S. F. 
The card? system. .<sssclecs sO 
(Obi) ie eioteiersterstetatete = olerss 


Crows 

MR Miller. cx elaie 
‘Cuba, discovery of. 
street scene in (illustra- 


toncly. 
Culture and character, ideals of.. 
the girl of 

ASE (TE GUN CFs cts sinre's's A exon Onio 5 
Cumminc, C. F. Gorpon 

At. home sini s Fajievosieis sis 01s 6/00. 4 
CunNINGHAM, ALLAN 

A wet sheet and a flowing 

SAL oy a balie eta tere seeigtele ete lowe ol scape 

Cupid’s coming.............+++- 6 
Curie, Madame and Professor....4 
Curious animals of Australia 

Ae Ed MR ECAU Og lore ls aeteia tere .efe sie" 3 


A, H. Beavan........+0eeeees Ace 


Curling on the ice (illus.).. 
Curtis, GEORGE WILLIAM 

James Russell Lowell.......... 
Curtis, Wo. E. 

On training for newspaper 


MOEN 1 in si 0:dieivi WiatesainPlerometoraiavers 
(pottrs hia cnteetas Saracen 
Curtis, GEORGE W. 

Mary Washington. . Smee 3 mnvateted 
Cutler, Manasseh (portr.)..... Mears 
Cutwater, the (Toy)........ wainieln 
Cuyter, Rev. T. L. 

The city of Thorwaldsen..... 10 

Sunrise on the Parthenon..... 8 
Czerny, Sai ctiislatereteheiam tate niestans -10 

D 


Dame Blanche, the story of the..10 
Dance of the fairies (music) 


Cate 2 SCHOUP tran ofeincanyoiaietens erat! S 

frost elves (music) 

Edward. Greig. iciccncin ceeds eee 
Dancing, pantomime and....... 10 
Dandelions (words and music) 

GERO i SCNOUTS vis « slaleacirieag acer 1 
Daniel in the Jion’s den......... 1 


Dantets, C. M. 
A few facts about swimming..6 
z 


(portr.) 
Danish aS tale, The elf hill.... 
legend, The story of 


SiS Av arcutacc deities esiaie 510 
Dasent, Sir Gro. W. 
_ A good woman. ...escccecrcees 2 
Dates of discoveries......... eters ee 
David and ‘Goliath... .. ss... 1 


Davis, CusHMan K. 

On success in business.........5 
Davis, ANDREW McFarLtanp 

George Bancroft.......ccecceo’d 
Davissutver a 


paldie sieiview els weve cle nie (oO 


GENERAL INDEX 


Dawning day, the 

De Capbylen aie weitle steretaie alenieleeiee 
Dawson, GEORGE EB 

weer aie s interest in the Bible.. 
Dawson, W. i 

On Longte LOWiclele'w'cieeleis's haere re es 
Day (illus.) 

Correggio 
Day, Henry 

Principles of drawing..........6 
Days- Of, MY VOUtMicers > o's vreiesesassD 
Dead, at Clonmacnois, the 

Diss We ROU CStON a lerswie sie'cte evo 
Seas thes cals s siealsenicis aeradk 
Death, life and 

Me Wo MOrleviiieciz sive sin civterw 0 eine 
Death’s conquest 

FOS Li STAGUN : eiciaw ale sais ose teen 
De) Berrotat Greases 


Cercecccccecsceeee LO 


Mant Be AG -10 
De Bougainville, expedition of 
DUses) WErneraleniae ave evel eran 
Debtor, ther Aue cctce site sais eeuameree 1 


Decatur, Stephen 
Cyrus Townsend Brady........% 
Cilis: ae aie. wce Datel oreia ee 
Decoration Day, selections for.. -..9 
snipende of the church 


Deeds of Hercules, ‘the. erate ofa ateray alae, 
Deer, the Virginian 

P. St. Michael Podmore....... 3 
Definitions of business terms....5 
DEKKERT, T. 

Lullaby (words and music)....1 
Delay to be shunned 
De.izes, L. 

Le Roi l’a dit, the story of.. 
Delila, the. story cof... ... 00.0 io 
Demon with the matted hair, the. .2 


Deprinc, Wm. 

The Boomeratigitenccscsleereece 8 
De Rezke, | Jean ‘Gllusin..2. 10 
Deserted village, the 

O}. (Goldsmiitlea nia caters aisarsloe ta 9 
Destiny of humanity, the (illus.) 

Safe Leenepoel ras sutatcelas se 10 


Development of animals.........8 
De Vere, Str AUBREY 


The children band....... 

SOLEOWD sate oie we ale oo nee cee 3 
De Vinne, T. L. 

On success in business.........5 
POLE) yo lacowc oes eee 5 
Diabely, MoAGe seater sie carina: 10 
Diatom —‘cases (illus.)~../...... .8 
Diatoms wie cceces eieie atetnsclare Aces 
Dispin, CHARLES 

Tom. Bow lites; ss. <cie ceieecee .9 


Dickens, CHARLES 
Al Chirstmas! carols .cce. chencec® 


Mr. Micawber’s pecuniary 
difficulties ...... Geawars ule ieet® 


The ivy green.......... 
Dickory Dickory Dock (words and 
music) 
Arthur. Jarrattcntrtti detent 1 
Dictionary of business defini- 
tions oe 


famous re ae 
of quotations. 
of the world war...----- 4 
Diet and Berea 
E. F. Benson and E. H. Miles..6 
Different hats, different principles 
peanry Fielding 
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210 
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117 
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373 
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Diplomatic, military and naval 
terms 


Dir inge f for 


a soldier 

BOK Chie: \a\ giclee wie s/s 'sleiaivie nO, 
Disappointed lover, the 
SWIiNDUrne...eccccevessoD 
Discontent, ..220.... 55,0 also clsvavolersialara 
Discontented pendulum, nee 

TL ONT OF Sec ce sicisles elalave Scohersiutere 
Discoveries, dates of.........6.. 
Discovery, the progress of....... 
Discus, throwing the (illus.).... 
Dispute between nose and eyes 

Wm. Cowper...... 
Divided quotations, Saimie Ones. 
Dixey, H. F., ‘‘ The man on the 

Daxian CULIS isis wlayeusio siere cise OO 
Do good 5 
Do you wish to “hear Our Story... ee 

9 


osesee 


eee ewes ones 


AO ALAR 


ee ee ei ey eee ccee 


WO VOUS TGULY ctcrarajsro twice «6 she eiaieiele 
DosetL, SYDNEY 

HOw Sic ay) DOYS wicic cverclorecreieceie’s 
Dosson, AUSTIN 

A: ballad of heroes.......2000.9 


Growin Sy Serayien aq srssieesicteiecles oD 


Longfellow, in memoriam......9 


One wisongtellowiersrcieteisciese sere Bye 
Does une road wind “uphill all ihe 
UY lier a sineflartetal aclg-erefeseliebate ee 
Dogs kay famtots: Glas.) ., <cr0.0.0,~ s/<1s'6 
a on his travels...... aBiont3 


the man’s best friend 
Senator Vest.. 
Doume, A. R, L. 
On success in business.... 
Dots, CHARLES F, 
The citizen’s duties to his gov- 
ernment 
(portr.) 


The laws of the land...........5 


eeereian 


weer seers eere eoeees 


Voting: or ecote our lead- 
ers 
Domino noir, the. story of. cars 
Dominoes 
DonIzETTI, GAETANO 
Don Pasquale, the story of.. 


Ce er ee eee 


La figlia del reggimento, the 


story Of 'y5.0)s Be inca orate tore 
Lucia di Lammermoor, the 
StONY, OL srarsistarerelee rae Aponon 
Lucrezia Borgia, the story of..10 
Don Juan, the story of..... feo 
Donkey, a, in a police court 
GES ell ont ais here alee twtace re eases Rises 
Don Pasquale, the story Ofek et 10 
ID OME py Old! SECM apetete fata were eiaegeeneleters 5 
Door-yard, birds from a 
Re ELOR MUON cls! <icisloce stale die s'8)eheie 3 
Dot and carry two..... Become 6 
PVOEZAUICEY 1 fies |ietl a oe eer coins steleye 
Douglas, Stephen ie 
Hise As WEGILOIYE 5 ataira<i0\exeiereistetere v 
WON Cae one Wi iciacsretcy sl eratetecavers eee S 


Down in a field one day in "June. 5 
Down in a green and shady bed..4 
Down the little raindrops patter... 
Doyie, Sir Francis Hastincs 
The private of the Buffs...... 9 
Dragons de Villars, the story cf.10 


Drake, Josepu R. 
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Ode to the American flag......9 158 
Drake’s tail. (illus.)........2 136, 137 
ID chan ee Ad 6 i enor ene Or ye o 

the, before ‘Shakespeare 

Frank [reson .cccscsss -10 265 

the best books on....... 10 422 

the’ use of the. -10 262 

the, what it is and what it 

stands for 

W. T. Price slevis cewek O™ 257 
Dramas, the five great.........10 277 
Dramatists, the best books on..10 422 

the great and some of their 

WOLKGI iy sacisl« abers Novato ssoes 10 409 

Nore.— This is ‘ot, of course, a com- 
plete list of famous Dramatists, nor is it 
a complete list of their works. It is in- 


tended to serve as an introduction to the 
vast field and to furnish a series of 
fingerposts to those who would acquaint 
themselves with the lives and works of 


the great masters. 
Aeschylus 
Alfieri, Vittorio 
Annunzio, Gabrielle d’ 
Aretino, Pietro 
Aristophanes 
Augur, Emile 
Beaumarchais, Pierre Augustin 

Charon de 

Beaumont, Francis 
Becque, Henri Francois 
Bjornson, Bjornstjerne 
Calderon de la Barca, Pedro 
Cibber, Colley 
Congreve, William 
Coppée, Francois Edouard Joachim 
Corneille, Pierre 
Cumberland, Richard 
Dryden, John 
Dumas, Alexander 
Echegaray, José 
Etherege, Sir George 
Euripides 
Fitch, William Clyde 
Fletcher, John 
Ford, John 
Goethe, Johann Wolfgang von 
Goldoni, Carlo 
Goldsmith, Oliver 
Greene, Robert 
Grillparzer, Franz 
Hauptmann, Gerhardt 
Hervieu, Paul Ernest 
Heyse, Johann Ludwig Paul 
Hugo, Victor Marie 
Howard, Bronson 
Ibsen, Henrik 
Iffland, August Wilhelm 
Jones, Henry Arthur 
Jonson, Ben 
Kalidasa 


Kleist, Heinrich Bernt Wilhelm von 


Knowles, James Sheridan 
Lessing, Gotthold Ephraim 

Lope de Vega Carpio, Felix 
Maeterlinck, Maurice 

Manzoni, Alessandro 

Marlowe, Christopher 

Menander 

Moliere (Jean Baptiste Poquelin) 
Musset, Louis Charles Alfred de 
Otway, Thomas 

Pinero, Arthur Wing 

Plautus, Titus Maccius 

Racine, Jean Baptiste 


—, 
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Dramatists (continued) 
Robertson, Thomas William 
Rostand, Edmond 
Sardou, Victorien 


va a Johann Christoph Friedrich 


Ghabeanuars, William 
Shaw, George Bernard 
Sheridan, Richard Brinsley Butler 
Sophocles 
Sudermann, Hermann 
Terence (Publius Terentius Afer): 
Thomas, Augustus 
Vanbrugh, Sir John 
Voltaire, Francois-Marie Arouet 
Vondel, Joost van den 
Wilde, Oscar 
Drarer, Cuarvorre L, 
Experiences in the Philippine 


ASIAN GS, taaleie mieten thas is slare mr 
Draper, A. S., LL.D 

On agriculture as a career....5 
General introduction........... 1 
(Geyer )e AOA Go oo oraeS 1 
Going to college........ AO opin. 
Ulysses S. Grant..... a Se aioiethia sey 
Abraham Lincoln........+++.- oe 
Wm. McKinley...... alates nieve gue 8 

John Marshall and the march o% 

Fie! CONStEUTION... s5.< ae winie wens 


On medicine as a career.......5 


Physical training and athletics 
in the schools. ...Jccsccosces 


Drawing, principles of........+.-6 
Drayton, Mics haz, 

Queen Mab’s chariot........-.9 
Dreaming and doing.......... veo 
Dreaming is pleasant, I know, my 

SUD Weise wavpisielnue a weal! afesahstats) Scorehars 
Drifting 

T. Buchanan Read... osce0s cee 9 


Drink to me only with thine eyes 


IBEW WOW SOM sc isieie stalpinral=|oFa\< ahelstels 9 
Drinks “what tO. seem cn petee ee are 5 
Drinking place, the (illus.) 

CONMSHANt, TrOyOW a wade sociees 10 
DY PIV a eve wie 2 cine eypsunnvle sere orale 6 
DruMMonpD, Str Wo. 

On success in business life....5 
Drypen, JOHN 

Ah, how sweet...-.+++++++++- 9 
Dry-point, what is a?........+.- 10 
Dubois, Th...... Grave een ieiatn’ sla eee 10 
“ Due south ” 

MV. NM BLO victecrctbinieleie’e = 0 oie a 
Durr, THE Hon. Joun. 

Chancellor James Kent........ v 


Durrerin, Lapy 
Lament of the Irish emigrant. .9 
Dumas, ALEXANDRE 


The German student......-+++-> 9 
Dumb-bells (illus.).....++eeeeeeee 6 
MOtiONS ..ieasrce Ae kd 
stone and marble 
Elizabeth Harrison.... eee hO 
Duse, Eleonora 
Arthur SYMOns....eeeees 10 
Dusk of the gods, say story ‘of a 
Re) wa msiwralele ae AS. hae 
Dussek, J. Lin w.csceevenrrecces 10 
Duties of ne CLEIZEN s ate lalers Cavers vers 5 


moral, of a free citizen. 5 
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Eos Sem VV LCOL solo. 6 cia stele? eisraietaiort 
Dwaris, ictfts “Of “they .ien aeisele tin 
Hok Lee and the........ 
Dyer, Sir Epwarp 

Contentment .... 
Dying Christian to his basis the | 

Alex. Pope... BOO aie abir 
Dying gladiator, the............10 


E 


Eames, Emma (illus.)....:.....-10 
ae birds, the 
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WiaShimanicrlslestieicis se slole osleiheries GOO 


Pp. 
Pace, Very Rev. E. A., Pu. D. 

The college woman............. 3 150 
PASAT EIN so isissernic «era's oiels(sicierere 10 237 
Pace, H. A. 

Nathaniel Hawthorne...........7 343. 
Pace, J. W. 

Sports, pastimes and physical 

PRAM ya ae-aetes «ein le ca lelercie aiele'e 21 
Pagliacci, the story of.......... 10 378 
Painters and painting, best books 

ONL merahevtarelarenibrens.< eis Sate ole ooneters 417 

PAINTERS, “Famous. Waa erdieie s cde hO: 198 


Notr.— This, of course, is not a com- 
plete list of famous painters, nor is it a 
complete list of their works. It is in- 
tended to serve as an Introduction to the 
vast field and to furnish a series of finger- 
posts for those who would acquaint them- 
selves with the lives and works of the 
great masters. 

Abbey, Edwin Austin 

Alma-Tadema, Sir Laurence 

Angelico, Fra Giovanni 

Apelles 

Bellini, Giovanni 

Blake, William 

Bonheur, Rosa 

Botticelli, Alessandro Filippi 

Breton, Jules Adolphe Aimé Louis 

Brown, Ford Madox 

Buonarroti, Michel Angelo 

Claude-Lorrain 

Constable, John 
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Painters (continued) 

Copley, John Singleton 

Cornelius, Peter von 

Corot, Jean Baptiste Camille 

Correggio, Antonio Allegri 

Daubigny, Charles Francois 

Doré, Gustav 

Dou, Gerard 

Direr, Albrecht 

Dyck, Sir Anton van 

Eyck, Hubert van 

Faed, Thomas 

Gainsborough, Thomas 

Giorgione, I] (Giorgio Bardarelli) 

Giotto, Ambrogiotto di Buondone 

Greuze, Jean Baptiste 

Hals, Franz 

Hobbema, Meyndert 

Kogarth, William 

Hokusai (Japanese) 

Holbein, Hans 

Homer, Winslow 

Hunt, William Holman 

Inness, George 

Jones, Sir Edward Coley Burne 

La Farge, John 

Landseer, Sir Edwin Henry 

Lawrence, Sir Thomas 

Lebrun, Mme. (Vigée) Marie Louise 
Elisabeth 

Leighton, Sir Frederick 

Lippi, Filippino 

Mantegna, Andrea 

Matsys, Quentin 

Meissonier, Jean Louis Ernest 

Memling, Hans 

Millais, “Sir John Everett 

Millet, Jean Francois 
Munkacsy, Mihaly 

Murillo, Bartolome Esteban 

Orchardson, William Quiller 

Perugino, Pietro Vanucci 

Pinturicchio (Bernardino di Betti) 

Potter, Paulus 

Poussin, Nicolas 

Raeburn, Sir Henry 

Raffaello, Santi 

Rembrandt, Hermanzoon van Rijn 

Reynolds, Sir Joshua 

Ribera, José di 

Romney, George 

Rossetti, Dante Gabriel 

Rubens, Sir Peter Paul 

Teniers, David (the younger) 

Tintoretto, Jacopo Robusti 

Tissot, James Joseph Jacques 

Tiziano, Vecelli di Cadore 

Trumbull, John 

Turner, Joseph Mallord William 

Velazquez, Diego Rodriguez de Silva y 

Vereschagin, Vasily Vasil’evich 

Veronese (Paolo Cagliari) 

Vinci, Leonardo da 

Watteau, Jean Antoine 

Watts, George Frederick 

West, Benjamin 

Whistler, James Abbot McNeill 

Wilkie, Sir David 


Zeuxis 
Painting, the language of...... 416 59 
Palm’ spring, the....... de nbae Mac G 241 
PatmMaroti, Don VY. 

Women fishing (illus.)....... 10° = 655 
Pandora, Prometheus, and........ 2 180 

(GUTS VER OAA Ce Gis Mot ad/ cart dts 2 180 
LEE i: (apd eiaal a5 AE caries alee Lier Ol 25a 
PANECLOI Ye Aga cic cicineisiers cisiemie ware LO aoe 
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Pansies (words and music) 


CPO SCHOUT i ecndsc se mee cel vets, 1230 
Pantomime and dancing 

Arthur SYMONS. .....eceeeeees 10 305 
Parables’ Of JESus. <a neces vslelete 1 378 
Paradise glacier (illus. she e ald atcatesiete 8 39 
Paralytic, healing of the......... 1 374 
Parents’ beatitudes, the...... Acie A 2 
ParkKER, THEODORE 

William Ellery Channing, D.D..7% 293 
Parkman, Francis 

M. A. de Wolfe Howe......... ZV 385 

CEITGS3) erates eye saneiese: oo creteratehe ste tn ster 43:33 
Parlor games 7 --G 242 
Parsifal, the story ae s. > £6 380 
Part of an ode 

Ben. JOUSOWMsniceit ata iaaare sae aa 41 
Parthenon, the east front Cillus.)...8 209 

sunrise on’ thew.) .00... > 8 202 
ParTon, JAMES 

Haraces Greeley iy; aie ns ios o'cicieieleie @ 218 
Passion play, the, at Ober-Ammer- 

Sally CLAS) is ave stays alee ee sien -10 267 
Pastimesijiasccwnssesire (see vol. 6) 
PATER, WALTER 

Ons miGsic see aac Seeises oO 70 
Patterson, ALICE JEAN 

Something about spiders........3 361 
Patton, Prest. 

On business training........... 214 
** Patriotic addresses’”’ (edited by 

John R. Howard) 

ET AW SIP CECHER «copa cla arate eraretalions 7 289 
Pra IOLISH 4S ecletias oie te Nias meres 5 22-388 

essential to good citizenship 

HH. VV. Speelman.....s0ck6 HOO esi} 
Payne, JouHN Howarp 

Home, sweet home............9 147 
Prazopy, Exizasetu P. 

The effect of fairy stories......2 21 
Pearce, CHARLES SPRAGUE 

Beheading of John the Baptist 

(GU OER Ml Gaagmoneoe Coa aene arc 10 77 
Perarson, T. GILBERT 

The Arredondo sparrow hawk..3 250 

The birds of Cobb’s Island, Vir- 

GAIA, Vetate oiers aiecsatein «sail stotele -3 266 

The mocking bird..... are eta aiate 3 280 
eat DOws aves store or eratetoilalelatein cites 218 
Peckham, Rufus W., Judge S. C. 

OLEL IL tela a talsiola ec etalate ecaidiniecstrtia 405 

Pe 

‘Allan VR GSUSN 5 (3 tteleialsialsiy sities 4 ciate 244 
Penances for redeeming forfeits..6 248 
Pendulum, the discontented 

Dive WENT ON oc chsictercttiais ssn sicensaeiee COO 
Perry, Oliver H. 

Helen Ainslee Smith........... TV 231 
Perseverance |. ....+++. Rreisiaigecs 73 
Perspective drawing (chart) Naveirels 6 405 
Peruvian Andes, the 

A. Gallenga.....-- trcccceeeceeeh 127 
Pepys, SAMUEL 

Extract from diary,achristening. ® 344 
Pranscumipt, C. G. 

Jesus blessing little children 

GUUS DOA haisic ee Grolier ere eet tas 375 
Philemon and Baucis (legend)....2 194 
Philemon and Baucis (opera), the 

StOry (OL sisitisiateimccietary ie ret ineretent 10 381 
Philippine Islands, experiences in 

Charlotte L. Draper... ..ccccees 182 
Philomela 

MC APHOLD cs cas seb ereles auisicrgnite 9 201 
Photography, the sharm of.....,.10 75 | 


GENERAL INDEX 


Photography in art samme se 
principles of 
Photogravures, how made.. oe 
Physical culture, Hartvig Nissen. 6 
Physical exercise charts. 
training 
Physiology, the importance of ele- 

epee! instruction in 

Hh 04 EONS OO a LN 78 ANE EN AS ec 6 
PIANISTS AND us sane oki ee SoME 

Famous 

Bulow, Hans Guido von 

Henselt, Adolf von 

Hofmann, Josef 

poeee Rafael 

ing, Julie Rivé 

Leschetizky, Theodor 

Pachmann, Vladimir de 

Paderewski, Ignace Jan 

Rosenthal, Moritz 

Rubinstein, Anton Grigorievich 

Tausig, Karl 
Piano, classtes £ofiee sais seinteers tee k@ 
players and singing ma- 

chines : 

J. St. Croix Labouchere......10 
PICKNELL, W. L. 

The road to Concarneau 


cece teens 


CUMS) as orecoraies ete wieieys-atejece sell 
Picnic party, a (illus.) 

Ludung Knaus.......s. Wisc ok 
Picture-book, the oldest...... aes 

how to tell a good...... 10 

Pictures of memory 

AVECE COMM ace soy latereiavcteters Kis stench 9 
Piece of liver, the........ states 2 
Pied piper of Hamelin, the 

R. Browning.......- seisead Rore) 

CEMS. aC rclewlerntateccioeyeratateterere re On 
Pike, ALBERT 

To, the! mocking bird =. <scet eee 9 
Pike; | Zo) Nissi ncmcaets sinelactertenskias 4 
Pike’s peak railway (illus.)...... 4 
Pilgrim’s day, selections for...... 9 
Pin and the needle, the.......... 5 
Pine’s mystery, the 

Paul Hamilton Hayne........ Ar) 
PINKNEY, EUW AED CoaTE 

A. SOrenaden es einic slarins ina Becki 


PINWELL, G. i, 

The pied piper of Hamelin 

UCAS Sons oremene Chemie S 9 

Pioneer day, selections for: ec? 
sailings 4 
Pioneers, the 

CoS Macha tics. sic «caters NES 2 
Piping a the valleys wild..... 9 
Pitcher-plant, the. .c5 0. ssncc ses 8 
Pitman, Isaac, the inventor ‘of 

modern ‘shorthand ........0++.5 


ee is tee eeee 


Pitnsari, Berm: “is eee viseten anionic 
CpOrtrs De sinnte otrieee cies 5 
Place and power of the kindergarten 
Prof. W. N. Hailmann........1 
Plancon, Pol (portr.)..... +++--10 
Plant-breeding 00. cox ssc siclusierc eles 8 
life, beginnings of........ 8 
WONCETS, Of ciccieicmielaisivye are 8 
Plantation melodies 
Carl. THOUS AY dares tisivig rata tela 10 
Plants and animals, records of....8 
how they travel........ Nees) 
Plato On MUustes-. Sis lptrsiorlane Sesion te .10 
Platypus: (Gllnsi)) sag ciscisilsents a sfetares 


Playground, manners on the.....5 


220 


GENERAL INDEX 


** Please=tell me a story ” 
Pleasing ’tis, O modest moon!....9 
Pile yieltar ol sralsrersvartarsPteiate: chevalteces sive 10 
Plimpton, J. L., inventor of roller 

skating 2..... athaere Meets tehara tebe 
Pluck, a lesson in...).....660032 0 
PLUMMER, Mary W. 

Children’s taste in poetry......9 
Plymouth, forefathers’ monument at 


Gilliacrpoateteiicttetnicieieiseielatorie eiecete 
Pocahontas 

WM. Thackeray. ccccsccscseD 
PopmMorE, MicHaet Sr. P. 

PHO UR TITOOSE srecrctevcic lovato oiacs/a sie,ie/aroroer" 


The Virginian deer............8 


Por, Epcar ALLAN 
EDOM GEL CTeIN a) srelnteietasreveleie eisiere ee) 
Wem bellsisicrciove icin a ciers ofe.e eieidielarscais 9 
What is poetry?...........-..- 9 
Poetical quotations, a budget ef .9 
Poetry, famous. ......escee Sroarets 
Poetry, music and. . a 10 
of the south, ‘the... Meas 
W. V. Byars 
of the west 
LVL BYALS sivie ce RVsteresioteteiieinis 
Pole vaulting (illus.)...... 6 “223, 
Police court, donkey in a 
HESS Ch] OW ee eleva atelareire=: ole/ateiarovarsinie 3 


Polish fairy tale, The glass moun- 

(Erbe SGac 
Politeness 
Polo 

JUST eVMCN GMAT Asia eisieieisicies/s's 60 
(illus. ) 5 
Pompeii and Herculaneum.......8 
Pore, Coronet Azert A. 

On success in business.........5 
Porr, ALEXANDER 

The dying Christian to his soul. .9 
Poppies (words and music) 


eee eer eer essere eeesese 


CAFO SCNOUT scieieis's « ae A Rigen 
Poppy and the daisy, the........ 5 
Population of the earth........... 73 
Portia, Ellen Terry as (illus.).. 

MPOSt) SAME) OF oraieieaicis) ss ein ielele cteiein’s 
Postilion, the, of Longjuneau, ‘the 
StOLY POPs s/ola « ciehers cca spe ie aise 


Powett, E. Payson 
The value of the study of se 
FOAM IAEA Saiolel~rars!-ysiaieyels.ctese= 6 r 
Power of the fairy tale, the 
PP Of Lee Zileri. atsvisiie 0's 5 
health and beauty........ 6 
PrAED, WINTHROP \aporaideatagss 
Camp-bell 
Pratt-CHapwick, Dr. want i 
Health, beauty, POWER biiece 6 


The red children...... Sree.) 
Praxiteles, the faun of......... 
Prehistoric times 

Sir John Lubbock, Bart........8 
Pre-Shakesperian drama, the....10 
President, duties of 5 
qualifications OT scien ow 
Preston, MARGARET JuNKIN 


Pe ee 


The mystery of Cro-a-tan......9 
Pretty Pigeon (words and 

music) peas cneencserenertes* 
Price, P. 


The Gales of the infinite....8 


135 
71 
237 


200 
323 


17 
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“Primer of right and wrong ” 


; + Larned... .s.ssseceeeeees 124 
“Prince of Pilsen, the,” scene 
from. (illusijic saat nce cate ee 10 275 
Principles of photography.......10 86 
of drawing. ..sececevesss 6 403 
Prior, MatrHEw 
On my bDirthday....ccccesees.D ‘188 
PritcHett, Henry S. 
Muitrod Uction: .cicclcisis-crsie'eterc's'eccis suse 17 
Private of the Buff, the 
Sees Dovlewswece see els oe oD) 216 
Brocrastination \: sijelo aneiecentoet: 5 90 
Procris, Cephalus, and........... 2 186 


killed by Cephalus ‘(illus.) 2 187 
Proctor, Bryan W. (Barry CorNWALL) 
The sea! the sea! ee open 


SCA lets lsrenarey siacens ievejers bse jaeieere ce meOL 
Proctor, RicHarp A 
IVES AV SAS ie a's! sialon, ores arerarat een ay ciate 8 150 
What our earth teaches us.....8 43 
Wonders of the Aurora........8 357 
Prodigal son, the.......... aelelete sean soy 
Profane and vulgar speech 
CRED Vs sons, DD. Ava seater: 5S 121 
Progress of discovery. . kage 
of inventions..... Ro cae & 271 
Prometheus 
WESC INS ts aayeinw thesis are Gialsieleteted Ola ap 
; and Pandora css ce soe 2-180 
“ Proofs ” or states of ae aati 10 72-74 
Prophéte, the story of the. O 384 
Prospector and miner (illus. ee --4 109 
Prospero and Miranda........... 2 283 
Prostrate and perpendicular..... ~-6 242 
Protection of animals by color....3 203 
birds by color 
Temldw Ee CRSCONM iw ale lsiere niet tants 343 
Protective resemblances in insects 
EUS ClOUS Mock ore /o4 Fas hae Galsietus 3 384 
PLOV.CHDS | tora ia cetera siecece sie Seite ates 6 248 
illustrating manners and 
MOTal Sigs seme A eee veterans 3S 25-98 
worth remembering....... 5B 98 
Prudence —(ecisccniecci6 Shodcnoode coe SB 22 
Puccini 
Tosca, the story of... ..5. --10 308 
Pista (1S) wiecays's oe esis oleiaeicle ae 151 
“Pup: the autobiography of a 
Rreyhoun downs cice sll Selene 158 
Puppy’s, a, first lessons.......... 3 25 
Puritans, the, escaping to America 
Cllusi) esc eee Wee Eriescs SOMO a Mules 
. A phine to the front ” 
Sia Mar dees ve siete Galsleiesta si Lao) 
Dias in the corner..... Sieve levels ss 1 230) 
Putting the shot (illus.)......... 6 223 
Pygmalion and Galatea fe 197 
Pyramus and Thisbe... 184 
Q 
OUarnelent aa cisc'eresieine sisinionetelelsia sere 5 64 


Quatrains from Omar ‘Khayyam.. 5 Oi ae, 


Gare Esther. 2 etee ae eee ue 346 
Queen Mab 

Wm. Shakespeare.....s.eves sees TOO 
Queen Mab’s chariot 

Michael Drayton. .ce.ccéccvcces 9 105 


acca of Sheba, the, the story 
of 385 
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Questions for Self Culture. 1, gos, 
2, 399, 3, 423, 4, 403, B, 413, 
6, 416, 7, 397, 8, 410, 9, 381, 10 

aixote, Donic diss dav Lees eects 

Quirot the game pig aie tae 54 

Quotations for every day........ 

Quotations, game of divided.... 3 


RABELAIS, FRANCOIS 

The lost hatchet.......sesesceeeD 
Races of mankind, table of the...8 
Racial population ‘of the earth....8 


Rackets 00's kameraane oaleletnls ereleisvs 6 
Radium and radio activity....... 4 
Rats Ye occa meetion Stare la tater ierers 10 


Railroad train, on the (music)....1 
Railroad, wonders of the.. 


eee eee 


Railroading 

Frid.) ELAN GHG sa ieteiataraie wieis\ ote ss 5 

as a career 

Wm. J. WiAlgus. voces cra Suicpaned) 
Rain, it raineth every day 

Wm. Shakespeare..... peletavetels| evs 9 
Rain drops (music) 

Clara L. Anderson...ceccsvces . 
Raindrops, the (music) 

F, Mendelssohn..... Rein etW are eis De 
Rains, clouds and rivers.......... 8 


Raising of Jairus’ daughter, the. .1 
Rajah’s son and Princess Labam. .2 
Ramsay, ALLAN 


Peggy Mi chakclapepteleialecwialcjeteleiewccrete'oa 
Ramsgate Harbor, Kent illus.) 
J. M Turner, RA cn scisicies' 9 


Ranier, mount (illus. Didtaisieretopicees 
RAPHAEL 
Madonna di San Sisto 
(illus. ) 
Ratification of the constitution....5 


Ray, ANNA CHAPIN 

On the value of juvenile fiction.2 
Reazoribills Gass )inccic. ois eitarareiene ...3 
Reap, Tuomas BucHANAN 

ID phitatsy-c eager rres ores OGOUD age a 
Readings DOOKS! ANG. os, ni<a:5,4/e 910,005 5 
Reaper at work (illus.)....... + 
Recessional 

TRE USAPIAW EN thew cleiteata sloreieraichele Were 


Records of plants and animals 

Str Archibald, Getkie....seccees 
Red children, the 

Mara Le i Prattinn< «cae se siekaiagarars 
Red Riding Hood (illus.) 

F, Hiddeman..... sfateloleia eset efe.a 
Reeves, A. M. 

elie the “1UCKY. <n sine sinicn sos eer 
Reeves, F. B. 

On success in business......... 
Reep, H. 

A study of PSUR cracinccialseieas es 
Rehan, Ada, as Lady Teazle 

(illus.) rae Tey MOE 
Rehearsal, the (illus. 5. Ricletes io lever 
Reign of. popular government. 
OL; LIEN Hs eistaininlainiale eieleisieser 
Reinecke; Co. ves.nam te OOO. S ee 10 
Renaissance architecture. . 
Representatives, house of......... 
Reproductions, mechanical....... 10 
Resemblances, protective, in insects 

PaaS CLOGS ais ai ete ia & e tin 
Resignation 

St. George Tucker...... cn -sis sluice: 
RGB CE, es sinrec cletnhe oil avelatadevaredaiaree® 
Responsibilities of Americans..... 5 
“ Resurrection,” scene from 

Cillizes) «'. 6 <usieha cereale 


> he 
ancoo 8 a ke WY WO 


eee teens 


eeeeee 


413 
342 
183 
309 
253 


338 
109 
108 
185 
367 
237 
279 
290 


270 


249 


260 


273 


237 
244 
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Returning from the harvest (illus.) 

Ludwig C. Holt 
Revere, Paul, house of (illus.)...7 
Reverence 
Reynard) thes £0x.. 25 /cire reeves atone oe 


W..-Kaulbach,. illus.) © <i. 1s ..2 
REYNOLDS, Sir JosHUA 
The boy Samuel (illus.).......1 


Rhinegold, the, the story of....10 
Rhinoceros Gills: etic eearee 3 
Rhythmic music for the little ones 

CR ANACY SOW ante oh oan ee 1 
Richiard’s< tira icsa oretareias favcrne «eater ee 
Richard's — Sur Eby. cls etsivelaiaeocaierer sige 
Ricuarpson, C. F. 

The home [ibrary. seine es Bnsce 


Richest hundred, the world’s.....5 
RICHTER, Gustav 
The building of the pyramids 
(illus.) 


eee 


The raising of Jairus’ daughter 
(illus. ) 
Rico, Martin 

The banks of the Adige 
(illus. ) 
Riddle, a 
Cauierine Fanshawe.......+. 
Ride a cock-horse (words and music) 


Arthur Jarratt) ..... Aidt ne cee 
RIGLUA Siete cof etal ciatsi alert aidole/oteiete PBA SC) 
Rirella sto esi. s mae ees alee axa lorus 8 
Righi, mount (illus. ys Saretetetets 8 
Rigoletto, the story of. Seats mation 10 


Ring a. rings’ ‘rosy ~Gllus:)......25 8 

Ring out, wild bells, to the wild sky 
Alfred Tennyson 

RITTER, F. L. 


in the sea 
Road, the, to Concarneau (illus. iF 

Wms Le Picknell eee 
to yesterday,’ scene Pe 

Cillws;); Seoc ce  tenicleusminee es soe 
Roast pig, a dissertation on....... ad 
Robert le Diable, the story of... 
Rosertson, E. S. 

On Mone fellows ciecie eo nieve oie sant? 
Ropertson, F, W. 

What is DOCUTY? ac cutie el awien ce. 
Robin Hood 
Rogpinson, C. 

Elf hill’ (illus.).... 
Rocue, Jas. Rue 3 

Benjamin Franklin............9 


+e 


The v-a-S-€........00. Win lapie eee 
Rock temples of Ceylon, a visit to 
A. H. Hallam Murray.......... 
Rocky mountains, first sight of.. 
Rode, J. .P 
Rocers, JosrepH M. 


Thomas Hart Benton..........7 

Rocers, SAMUEL 
Mish. ace TA stelotsceietsiee 

Le Roi l’a dit, the story of,....10 
Roland at Roncesvalles. 

Rouget De Lisle ie eee e ace yl 

the French hero (illus. ve Sa 

Rovker, A. W. 

Ballooning as a sport..........6 
Roller’ skating. d.sjsreces.e ares dee siete 


Rotteston, T, 
The dead at Clonmacnois.......9 


152 
161 
333 
405 


205 


223 


77 
238 
137 


I9QI” 
391 


144 
145 


39 
200 


219 
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“Romance of the animal 


OTL ran heuersrolove elevate trecsvers sidisteseroROS 
fe of the earth, the”...8 19-229 
ch of insect life, 

PEL GNG ora stat Ocre veneers Giocicciotian, Bkoey) eke ter-t 
Se of the mighty 

deep)?” vines Tas saaie ai eh UZO75% 320 
ot mining, the” 

A. Williams..... SASS 4 103, Ir4 
se modern electricity ” 

Charles R. Gibson...... eelevatare 4 333 
<< modern engineering, the ”’ 

Aen VY BIAGIIS Nolo ole cilaiose;stavelnjsitaserere 4 304 
s modern locomotion ” 5 

A WV AN LAIUS yor hd) sais sis woes e3 .-4 290 
ci of modern ae 

A. Wiailliams.. Leelee 4) 20%.) 922 
Roman architecture........ 10 132, 143 
Roman myths and legends....... 2 179 

street boys (illus.) 

TPF Mae st koe os sicle ate fetesioe ate e777 
Romanesque architecture........ 10 134 
Roncesvalles Roland at 

UROU SEE GE LASLE Wis sieVe'n eloielerelalelaie-aceye LAA. 
Roéntgen rays, the 

125 WEI GINTAGS.S SHO SDE OGORUONE! 4 356 
Roosevelt family, ‘the (illus.) Bee 2 
RoosEvett, R. B. 

On business training...........5 214 
Roosevelt, Theodore 

TPAC AUOL SIL OOLE sin ctercreiate's sle'stnele 194 
ROosEVELT, THEODORE 

MOU TP ENGY/aire lela) ole arersie'or erp) svar alefesarcit+@ meno 

On thes Bible sivsietsc srea's siereciers Les 202 

On Abraham Lincoln:.........7% 166 

School’ athletics ..).))2). <<. Be ae eOt cL 20 

The value of our forests.......8 277 

On Washington and Lincoln as 
ational AdealS\yerciciias ele oilers or 22 
Roque 

Charles, “SACOOUS «60a snc cjacisos On, 9S 
Rose Aylmer 

VE SEHD OR acs ec lerelare wisiare estes 9 ‘40 
“Rose of the Rancho,’ scene from 

CHUN rete aiarecate: oye, ate sa eur ete: 10 287 
ROSELAND, HARRY 

Memories~ (illus.).....+. 2. Oe oP ONL ISS 
RoSEN 

Portrait of Nordenskjold 

(Gish) ates eral iecers Mics 283 
Rossetri1, DANTE GABRIEL 

The blessed Damozel.......... 9) “122 
Rossetti, CHRISTINA GEORGINA 

S Ong iccere wteyeye auaiale Mayetens eS au kick 279 

Wplatlys wis cis sierercatspersivicicreeeyeio 260 

In the bleak mid-winter....... 9 205 
Rossini 

Il Barbiere di Seviglia, story 

OL Isler lecavate akei states eiereenereraieha lel 315 

William Tell, the story of....10 397 
RotHscHILp, Baron ALPHONSE 

On success in business......... 5 282 
Roucet, De Liste 

Roland at Roncesvalles,......... 2 144 
RouMANIA, QUEEN OF (CARMEN 

Sytva) 

Pe ECan | MD Ucie/ejarsthehdld eis aya wales orate eee, 327 
Roumanian legend, The Jipiinecse B27, 


Rouse, brothers, rouse! we've far 
to, travel. ov. ie Mis Cela lacla ohels 
Rovelli, P...... c 
Rowing, Prest. Cu W. "Eliot. . .6 

“Royal George,” loss of the 
Wm. Cowper.......- Srotcte’a/e\atais > 9 
Rubinstein, <A. 


The Maccabees, the story of..10 
Rufus Putnam 

ema or. Ge. Fa) FLOUr ceieie ee si0is 
Hynine: etc., horses (music) 


TS LAT Ger SON sw tierce nieve popoe ol! 
Running — sprinting ......... ...6 
Ruskin, on the nature of art 

G. W. Collingwood....... --.-10 
RUSKIN, JOHN 
Oneeaciriccctewrnctayaierars suetenetsislehete 


Trust thou thy love...........9 

RusseLL, IRWIN 
Christmas night in the quar- 

ters A: 

Russian fairy tale, The fying 

SUE ee tetas cestets paca ros es 2 

WECGITIG | dic ave. « claldis sie aislevere 
Rust, ANNIE C. 

Leading the child.............L 

1 

9 

9 


Ruth and Boaz...... pieced laieie hers 
Ryan, FATHER ABRAM JOSEPH 
The conquered banner....... 
The sword of Robert Lee...... 
Ss) 
Saint Cecilia (illus.) 
COPING OR ions Sicisic\ars, Saale orien C1) 


Str. Crorx, LaBsoucHERE JEAN 
Piano players and singing ma- | 
chines 


EOrd, BYTON e+ 0-0 v6.5.0 Proceed i) 
Sasin, H. 

The parents’ beatitudes....... A 
Sacred art, famous examples of 

Gillis 3) eicsece sce sie araveve cha niovounte 10 
Sagathes ViolSungas acies cteleleis oiateiaee 


Sace, RussELL 


On success in business:.......5 
SOHN. ala sis a6 SOUTER OthG sie 
Sailing races...... Grelerereieraystshels ie 
Sailor’s wife, the 

Weaide. Macklen cc o6 Gelaielaterenisle eae 
Salvint Aco (portr ie csiacs nett. 10 
Samaritan, the good .'5.0 2 s)s cee «0's 
Samuels cthe’ sbOyxiccieicsrsele cisie cere 
Sands of Dee, the 

Co Kingsley iieienee AD SOOR Hn 
Saranac, Jake” (illus.).....3.: ‘ 
Sarcent, Dr. Dupitey A 


Savace, Rev. Minor AE 
America, to England.... 

Save while you can.... e 

Saxton, J. (portrait)....... elastase 

Say not the struggle nought 
availeth 


1 
1 
9 
4 
Physical training at Harvard..6 
9 
5 
a 


A, HH.  Clough......-«s Beery OOK 
Sayings of great Americans...... 7 
Scandinavian legend, The iid of 

PREC WALLS:  alcielclers sterswiers sae 

the story of Balder. Or 
Scarlatti, Diego tw use 10 


Scenes from the passion play at 
Ober-Ammergau (illus.).......10 

Scenes in the Philippines (illus.).8 

Scenes of wonder and curiosity..8 


459 


242 
238 
65 


262 
239 


360 
381 


254 
215 


142 


337 


327 


460 


*“ Scenes of wonder in California ” 

FERS IIS .h 18 248). 64,e60, 69 
Scharwenka, X..ccccccsscscsesshO 239 
ScuLecEL, F. v. 

What is pogtry?...cssseeee++-D 326 


Schneider, J........ Fae cee LO:” 240 
Schoff, Mrs. F. (portr.).....-..-5 391 
School athletics 
Theodore Roosevelt.....+.++.0- 6 20 
and college training for 
business | ese 214 
boys, physical training for 
Dr. Richard M. Jones.......:. 323 
children, stage for......10 289 
cricket 
Hon. R. H. Lyttelton...........8 92 
ie management ” 
Emerson E. White, LL.D...... 2r } 
manners at...... eae ae ae E 24 
Schools, physical training and 
athletics in the... .......--<-02 GS 333 
Schtibert, | Pts «ests se «ee ~--10 240-248 
Schubertia grandiflora..........-- 8 248 
ScHuUMACHER, FRED. 
On business training.......... 5 215 
(pert iees ts t-te sles eats 5 211 
Schaumann,  Risveeeccckiccc'cs Te LO 4240 


Scuuman, R. 
Gradlerisone® -hiteeecia cle cies cele ks 200 


Morning song....... ptt Melita OS 
Scuurman, Dr. J. G. 
The value and need of physical 

failing “seis s 6 
Scuurtz, C. F. E. 
The value and need of physical 
training 
Schwab, Charles M. seers 398 
“Scientific American reference 
book’... 
Scotland 
Sir Walter Scott...... 9 
Scots whae hae wi Wallace bled. .9 37 
Scott, Str WALTER 
Breathes pete a man with soul 
so dead. 


ee eeeoe 


ee ee) 


Lochinvar 


Cee ee 


The true and the false.. 


we eeee 


Scotiatdnnasicrejeatante cn evaielsinie seis 


A preaching match at Tillie- 


PWIGUS i sielcrelainiwteleie whale ice’ siels’d ini wiete 9 356 

Seott, Winfield 

Helen Ainslee Smith.......... 7 229 
Scottish fairy tale, The jolly Eee 

SA a aeinieseiaaisisinete Byelalcbicvnte velar n Ga 
Screech owl, (illus. e Be nmietete bhatt sia ie 3 267 
Sculptors and sculpture, the best 

DOGKS) “ON)s acc aivieta uihacetoameten eer 10 419 
Sculptors, some great and their fa- 

MOUS) WOKS loka: 010 sosnie\leuaretaneterees 10 128 


Norr.— This, of course, is not a com- 
plete list of Great Sculptors, nor is it a 
complete list of their works. It is in- 
tended to serve as an Introduction to the 
vast field and to furnish a series of finger- 
posts for those who would acquaint them- 
selves with the lives and works of the 
great masters, 


GENERAL INDEX 


Sculptors (continued) 
Barye, Antoine Louis 
Begas, Reinhold 
Bernini, Giovanni 
Buonarroti, Michel Angelo 
Canova, Antonio 
Cellini, Benvenuto 
Chantry, Sir Francis 
Dannecker, Johann Heinrich 
Donatello (Donato di Niccola di 
Betto Bardi) 
Flaxman, John 
Ford, Onslow 
French, Daniel Chester 
Giacoma della Quercia, Jacopo 
Gibson, John 
Gilbert, Alfred 
Goujon, Jean 
Hildebrand, Adolf 
Houdon, Jean Antoine 
Johnson, Albert Sidney 
Leighton, Sir F. 
Lysippus 
Macmonnies, Frederick William 
Meunier, Constantin 
Mino di Giovanni da Fiesole 
Moses, Ezekiel 
Myron 
Phidias 
Pigalle, Jean Baptiste 
Polycleitus 
Powers, Hiram 
Praxiteles 
Rauch, Christian Daniel 
Rorbbia, Andrea della 
Robbia, Andrea della 
Rodin, Auguste 
Rude, Francois 
Saint-Gaudens, Augustus 
Sansovino, Jacopo 
Schadow, Johann Gottfried 
Scopas 
Siemering, Rudolf 
Stevens, Alfred George 
Story, William Wetmore 
Thornycroft, Hamo 
Thorwaldsen, Bertel 
Tieck, Christian Friedrich 
Verrochio, Andrea del 
Sculpture, ancient and modern 


examples) Gills.) coc scen aes se 10 113 
Sculpteres \Greeles. oo.cs sce caine 10 104 
Sculpture, influence of the church 

ODPL 5 Srataicictejaiieiatasar see creistelshalnee 10 44 
Sculptures in the Vatican, Rome 

BVO sal cicrn icra alee 10 #118 
Seatbeann 8c to vive. he Sistearoon 8 254 
Sea lion illus.) -- a eto Cresent 3 141 
meas. Riverscin thes. a ncaecies touts 8 323 
Sea weed accumulations.......... 8 221 
WESWELAT Vile s hs ors cielate ohana Riel 8 329 
Sedimentary deposits.......cccce 8 225 
SepLey, Sir CHARLES 

Mo mCelan cs) eee. ee 9 215 
See these pretty pansies.......... L 238 
SEEBOECK, W. C. E. 

On the railroad CHAIN: clah oe eve ee 1 270 
Seeing, the art ofv. in. .cs serene 169 


Seeing things, the art ee 
John Burroughs... 
Seer, the (illus.) 
Wm. S, Kendall......... -10 87 
See’st thou how just the hand of 
Heav’n has been 
Self-control 23.4... 
2, 399, 3, 423, a 386, 5, 413, 
6. 413, 7, 397, 8, "381, 9, 381, 10 413 
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* Self-made men” 


CEN CS BENS Mile ces aaorele's ddcuns 
Self-measurement charts......... 
DELL-FESPECE re cravesiets aie faisin’ sie o/s) ele evens 
Self-sacrifice ..... etatelefataiatecsistaletst 


SELLON, GERTRUDE 


A donkey in a police court.....3 
SELous, EpmMuNpD 

Ants and their honey cows....3 

A chapter about beavers...... .3 

Some protective resemblances 

ATP ATISECESM anaivisiscelaisie ciaie siore aie 

Senac, Louis { 

The rewards of fencing........ 6 
Senate. Uuwesinle ealeseievacs's\e essysjetdversie 5 


SENOUR, Caro 
Master St. Elmo’s first friends 
(see also Caro Senour) 

Serenade 
Er CWA SUCRILEN,« oleisicty, vies acc 9 sie 
Sermon on the mount, the........ 
Servian fairy tale, The fleece of 


gold 


Seven wonders of the world, the..8 


Seward, Wm. H 

Hon, Wm. M. Evarts.........- 
Seymour, Cuas. C. B. 

Captain John Smith. 3. 2.27... ..- 
Shadow buff 
Shakespeare, contemporaries 


the drama before....... 1 
SHAKESPEARE, WM. 
Come unto these yellow sands. 


Fancy 


eee eeeose ee eseecreersere 


Hark! hark! the lark......2.:. 


INMATES ITEC sie\siciajeiccaiers leis ctsvevetere iets 


Marriage 


ee 


Mercy 


eoeeesrsee Cece ree ereene 


VITIGIC lereiors oi crelererm svoleys jeleisivie! ees: 


Orpheus with his lute.......... 


Over hill, over dale............ 
Queen Mab............ aeraererers 


The rain, it raineth every day.. 


Under the greenwood tree..... 


9 


9 


9 
9 


9 


Al the bee sucks, there lurk fe 


Pe ee ee 


Waiter: (SONGS) c:ais eiersiv aie/alalelsrejelere 


WYVOISe Vitis clovatalcvelsieislave sis) ol etnkatscccs 
Suarer, Mrs. Sopuia P. (N. = 


Nathaniel Southgate Shaler....7 
Shaler, Nathaniel s. 

Mrs. S. P.. Shaler....++.0+-0++ 7 
Shall ig ated in despair?...... 9 
Sham king Pt erpiy scl aleyninieilerers 2 
Shamrock ae Glas, cieere eisisscler 6 


Ior 


100 


Ior 


Too 


98 
349 
349 


153 
152 


69 


SHANLy, CHARLES DAWSON 


Kitty of Coleraine...... avereralbtets 9 
SHarp, Darras Lore 
Birds’ winter beds........-.... 3 
Shasta, mount 
TM: Hutchings: ieee cesses 8 
Gilluss); Seah iaeetorers PEA ieee! 8 
Suaw, A., LL.D. 
On journalism as a career..... 5 
Cportrs) wwicmenertes oes 5 
SuHaw, JoHN 
Who has robb’d the ocean cave. .9 


She dwelt among the untrodden 
ways 


WW ordsSworthi acs secweiine eee 9 
She is not fair to outward view 

Hartley, ‘Coleridge. cose denis ve 9 
She was a phantom of delight 

WA VWOrdSWOTTW wise ce a vncie es 9 
SHEAHAN, Jas. W. 

Stephen Arnold Douglas....... is 
Suears, Gro. F. 

On medicine as a career....... 5 
Sheba, queen of, and Solomon....1 
Sheep and lambs 

Katharine Tynan Hinkson...... 9 

Heys OC aaa aan aeae oar 1 
Shell-banks ....... piainces aie ejeqeretepeists 8 
SHELLEY, P. B. 

MONS CLO UME sac or sin Sh enevanserersobare ieee 9 

WihatHistipoetiy, Pt ecsnnesicls rane 2 
SHENSTONE, WILLIAM 

Rhe}shépherd’s: cots ::. .<.0/ie «© 9 
Sherman, W. T. 

Helen. -As Simithe svi ciciescces ss Ke 

(DOTtrayeicrecorn sree ereteiclene 7 
Shepherd, the, to his love 
GeOMarlowen es weitere ate ae et 9 
THEN SOO.) cialeiertreystergee cere shel 1 
Shepherd’s cot, the 

Wm. Shenstone...... neta eto tater eae 9 
Ship, the flying.......... sake ainiatore 2 
SHIRLEY, JAMES 

Death’s conquest.....escceeee-D 
Shorthand, how to write 

K. L. Armstrong....c.... sieslec 


Should auld acquaintance be for- 
got 


SHUTTLEWoRTH, Rey. Canon H. C. 
1 


Ony OMUSICR ac catte setae me siaae oO 
Shrike) (Cilluss)icuievs sce aie aces eeios 3 
Sickles (Fe EB. @portrait)eieg soos 4 


SIDNEY, Sir PHILIP 


My true-love hath my heart...9 

SMES) Scabcc Koon noe Soe EE ASCO 9 
Sieber Erect trae tala sietees onal elurtiereiere 10 
Siegfried, the story of.......... 10 
Signs, definitions and abbrevia- 

LONG au oor etal alotese) cesar oareia ole ere fered 5 
Signs of the Zodiac, the......... 8 
S1courneEy, Mrs. 

Enidiat) names 2/c:.\</5>.sezoto, sels eters 9 
Siguna, Loki and (illus.) 

CE GeDNar dene Vee oa toratene uke 2 
Sigurd,| the story Of. 04.0% s02 osc 2 
Silk cotton tree (illus.)......... 8 
Si1tt, Epwarp RowLanp 

Loos) DPayeréls cise waves eseree 9 
Silver, the lost piece of......... 1 
SimMs, WILLIAM GILMORE 

Phe lost; elerad tet areceeinelereieis,c 9 
Sims, Pror. J. W. 

Sprint.) runnin gee essere cw levelcelaicis 6 


215 


462 


Ghrvac tenes cette tele 10 


Sinding, 

Singers, a group of the greatest 
(CURES RAN ae reociord dCK sa leacete 

Sincers, SoME FAMOUS..... eras 


Albani, Marie Louise Emma Cecile 


(Lajeunesse) 
ispham, David 
Calvé, Emma (Emma Roquer) 
Caruso, Enrico 
Eames, Emma 
Farrar, Geraldine 
Gadski, Johanna 
Grisi, Giulia 
Lehmann, Lili 
Lind, Jenny (Goldschmidt) 
Malibran, Marie Félicita (Garcia) 


Marchesi, Mme. Mathilde (Graumann) 


de Castrone 
Materna, Amalie 
Melba (Nellie Mitchell) 
Nilsson, Christina (Countess di 
Miranda) 
Nordica, Giglia (Lillian Norton) 


Patti, Adelina Maria (Baroness Ceder- 


stron) 

Plangon, Pol 

Reszke, Jean de 

Schumann-Heink, Ernestine 

Sembrich, Marcella 

Tietiens, Theresa Carolin Jonanna 
Singing machines.......... ..-10 

Jean St. Croix Labouchére 
‘Sir Galahad 

Alfred Tennyson...... cj 
Sir Jabesh Windhag..sscceccceee cD 
** Sisters, the,’’ scene from 


GUIS Ey tina sais omemeectesttee ..10 
Sistine chapel, Michelangelo’s 

PAimbinesiine ses os « tes ies snes A 
Sistine madonna, the (illus.).... ‘10 


Siva and Madhava, the story of..2 
Six shooter, motor boat (illus.)...6 


Skate satling (Cillus.)is.. secede seis 6 
Skaters, the (illus.) 

UL i Ged CE CV HAS «ol vinipietal ole efaleietbieleln .6 
Skating 

Ae Wee CONG; MD ciciasctnies.titince 6 
Skylark, the 

VANES. TLOST 8 veiewigaleicias ott vives 9 


Slaughter of the innocents, the..1 
Slavonic fairy tale, Argilius and 


sees Hame = lingerie s slates calsiclete 2 

Si Philip. Sidney... cercicees 9 
ae my child, and peace attend 

eraleimistoilalsle/tia/ssshmiatatetare 1 

Sloth (illus. Ve sfaraceutale ee ccs 


SmiTn, CHas, SPRAGUE 
A theatre for the people..... 

Smith college illus.) 

Situ, HELEN ee 
Peter Cooper... 


Lewis and Clarke..... 
Oliver H. Perry... 7 
Winfield Scott..... vé 
Wi. dy. Shenae ck eieiste vies osieltt 
5 
v 


Smiru, Jas. Dickrnson 
On the business career........ 
Smith, Capt. John 
Cc. C. B. Seymour..... dawenielsnd 
Situ, Dr. Juri H. 
On medicine as a profession for 
WOMEN ccccccevevcrespsccccs@ 


252 


GENERAL INDEX 


Smitn, W. Arex, 


On success in business.........5 283 
Smollett, (Tobias... % ss.ecuee senieeO aaa 
Smucxer, SAMUEL M. 

Alexander Hamilton...........% 80 
Snow, MarsHaty S. 

Questions for Self Culture....% 397 
Snow +shoeiig. 7s sce s,2 cesses G6 210 

CUS re ees rotetale loca oritatsvare sree 6 211 
So here hath been dawning... Semis Yeas 
Solar spectrum 

(Color: plate)! «:<'.\s,c:0.scniseisinntele MuNans 
Soldier’s burial, the 

Hon. Caroline Norton.........9 135 

dream, the 

Pe (Campbels Tit aieccsnsacweee 9 190 

monument, Charlestown, 

Eases 5 Gallas )aeraltaiiters Satie alaletsrs 85 
Sotomon, KincG 

On success in business........5 259 
Solomon and the queen of 

Sheban weizias Vinee ee an wr sittstpih Sak 
“Some silent teachers’’........ 10 141 
Somerset, Lapy Henry 

Frances; F.(Wallardist-< steele Li eRe) 
Sometimes with secure delight.,..9 286 
Somewhat back bcs the village 

SEF ECE bis /otater ale mae aelasie a sleietiate 56 
Somewhere it is always light..... 9 224 
La Somnambula, the story of..10 395 
SONDERLAND, F, 

Hickory, dickory, dock (illus.)..1 243 

The little showman (illus.)....1 133 
Song 

FORMING aisie «bvlaic sie meen 9 228 

of the Chattahoochee 

Sidney. Banter: cucisiatisa'eeeeceete 9-42 

of the shirt, the 

Po O08. 5..\c', Sochmoreclaereite «9 327 

of the lark, the (illus.)..10 77 
Jules A. Breton 
s Ob TELESIS ihe cle Grates eeciee 3 407 
writers, ‘he GlaSSICe sc16-0.6 10 246 
Songs, -the, classies ick ocss cee ae 246 
for the home (list of). 189 
illustrating manners as 
IMOPGIS Meqeyetes eilecs ce eres Nie 25-98 
etc., for kindergarten..... 1 203 
Sorrow 

AMOTEN CEC VERE Maca ne s/xs eae cialete 9 219 
“South America” 

A, Gallenga.........ccceeecnns 4 127 

curious animals of 

Ma FEB CHUGW a ee einalee coe oe 3° ‘133 

curious birds of. 

Aap sD RADARS sess visto <en'g cee QE 
South, humorists of the........ . 2B 333 
Southern poetry 

» EEL ere me. Wow eis sls ere ea 
SoutHuey, Rosert 

The battle of Blenheim........9 205 

The cataract of Lodore...... +28) 207 

Ox, Washing tonics wokrasionien aes y GL %e) 
Owen TOE) so /c'ccciseraeniess eemite rer Zz 30r 
Spacious firmament on high, the 

JiPLE GBSOM™ toner ays Sea aoa 9 «110 
Spatpinc, A. G. 

Baseball ....... steeyesniareione Sr: es] 
SPANGENBERG 

Spirit of fairy-land (illus.)....2 I 
Spanish armada, the (illus.) ... o:) 149 

discoveries, early...... .4 ga 
fairy tale, the half chick. -2 38r 


i iar hawk, the Arredondo 
T. G. Pearsonecssccceserceste. 


GENERAL INDEX 


Speak gently, it is better far (words 
and music), folk song.........1 

they truthec... 

** SpecTATOR, THE” 
On animal conscience..........3 


(\) 


Children and fairy tales........ 
Speech and its re-presentation 
parguel stenography ........060 


SPEED, 
The i of the Spanish 
URTV D sys) haved chayst ai aA e\ wiaire vais corre 9 
SpreEeLmMAN, H. V. 
Patriotism essential to good citi- 
EMIS MV ereichatelele|olelat svelejelatorsie\eis 5 
POUELAIL) ihe, e ake aleiaielaie seer Wee 5 
Sie Cara. J.) 
n the Niles... SAG rn: | 
Spencer, HERBERT 
What is poetry ficcccccccscsee sD 
Spenser, EpMUND 
The ministry of angels!....... 9 
Spiders, something about 
Aw J. Patterson. ..ccccsssineess 3 
Spillikins er sleveleyeschafelstotees Serene ate 
Spinner efamtly,u thee cists! 3 
Spirit of fairy-land (illus.) 
Spangenberg aioe s erekelsee leet 2 
(eee (A GNU Sea cin lon op va 
DONE ak encarta ae USvaterevel avers 10 
Spon, NELLIE AG 
Faulty positions in the growing 
UAT Clin ler Chavet alelonstoNcetish ole, weve avatars 6 
* Sporting Paradise, a”....3 114, 
Sports for women, thical value é 
Cllus.) EO Se CE OES 6 


Sports, pastimes and physical cul- 

ture 
Sports, pastimes and physical train- 

ing 

Jc W. Page... 
Spring is calling....... aelterehe 
poetical selections 
WAtED) s\0- 
Spring’s awakening (music) — 

Eugen Gayrhos....+++++- 1 
Sprint manne S 

TEXAD RON SYUTISS GC OO OU OD a 
Squash al Cay a f 
Stage as an educator... 

favorites, past and peerent 

(illus. ) .10 
the and dancing......... 10 
(our), to-day.... 
STAINER, Sir JOHN 

Music and poetry. +i.s...5- «10s. 
Stamp act congress, the......... 5 
STANDISH, CELIA 

All through the night..........1 
Stantey, A. A. 


eee eee ee 


Ce ae . 


Self Culture AHCRORE aerate 10 
Stanvey, A. P., DEAN 
Advice to boys and: girls...) ..5 
STANLEY, H. 
On success in “business.........5 
in Africa 
D. Livingstone...... Kioto wise so ee 


STANFIELD, CLARKSON 
The battle of Tratalgat (illus.) .9 
Star, beautiful, »the 
IVES ILA iO a OOK. 
spangled banner, the 
Francis Scott Keéy....eseees++-D 
Srar wife, the.... 
Starr, Pror. FREDERICK 
|. strange PCOPIES.. ..nccccccseseD 


Starry heavens, the.............. 8 
State legislature, the... 0.5% os 5 
Statistics about inventions........ a 
Steamboats, thes firstesn sce niece 4 
Steamship lines, the earliest...... 4 
STECHER, Wm. A. 

The necessity of games........ 6. 


STEDMAN, EpMUND CLARENCE 
What the winds bring.........9 
Stanley 


What is poetry?......... Ores 
StELDELt ls Diss a evracteietsinreeneie aiatg 10 
Stenography: ©. sics<isie on Oe ee act 5 


STERNE, LAURENCE 

Uncle Toby’s courtship.........9 
Stevens, Mrs. L. M. N. 

A word on temperance. . PRN 
Stewart, F, 


A musical study Gillus.).. .10 
Stimulants and diet........... eH 
Street boys, Roman (illus.) 

Tee Maes hes ic 1. Gras cthene aks ae 
Sian peoples 

Profs Pe (SLOT vies ov eieccie Nedra Ss 
truths about big trees 

TERIAL LIS OMNES ech sec hors pveiereiekelevers 8 
Strata, table of geological........ 8 
DEL ALISSs ikvcihelelesd ois cueieie asec seivekO 
Sireet,.mannets.on) the... antes: 5 
Strength, bealthvande). <<c0« usiaeex 6 
Stretchy it va little. 2.6.5. AE Sitio 5 
“ Strongheart,’’ scene from 

(ALLUSS) gah chaise iets Sate eevee 10 
Stopparp, RicHarp H, 

It never comes again..... SOEMAC) 
Stokes, WHITLEY 

Mam, OC tiPAartites vis s\ere)e:a-selaie eine 8 
Stone, MELvILLe E. 

On training for newspaper 

WOT Ks daiicisniacorsiatnher chee telah eiale 5 
(CBOrtr Pee ees beter te 5 
** Stonewall” Jackson ....0ce.e0. 7 
Stooping stretch ica) alGele SoS 
Storey, Dr. T. 
The value and esd of pve 
ELAIMING, Viitecres \coteta ees creer ciaahe 
“Stories of bird life ”..3 250, 266, 
of the standard operas 

Charles Annesley.......cece0 10 

for ;the little onesie vo)... 5 
illustrating manners and 

TOTALS ji alolera sie) seis oie stole sie tral 5 


b 
Story Pore for children, list of..1 
of Argilius and the flame 


king 


Sarasa taespotae share sietere be leks 2 
— of Atlanta, Pe ass, 0.2) Welerels 2 
of Balder, the : 
Anna Klingensmith Wyararela aeetapepaensiees 
of Callisto, the 2 ....... 2 
Of dMidas theca cee jaan 2 
— of Urashima Taro, the....2 
— of Sigurd, the........... 2 
— of Siva and Madhava..... 2 
of please tell’ me a”........ 1 
-telling 
Mrs. ts We Burney: veces oe ysis: 
“Studies in seven arts’’........ 
Rystarieh tars! ef or thet of ate 10 ie 208, 299, 
Study and love of nature, the 
GeStonlepi Hallion. ne neeldslen 3 
Study of American ideals, the 
Walues OL erage vel ec asnc diets SUH f 


Srurcis, RUSSELL 
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